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PREFACE 


re has long been a need for a sharp, clear, wise textbook 
ree would a and for all codify and delineate that elusive 
procedure known as jazz improvisation. Of course, no improvi- 
sation can ever be explained down to its roots; therein lies the 
mystery and joy of spontaneous creation. And any improvisa- 
tion will vary greatly in proportion to talent, mood, colleagues 
and endless personal factors. 


s + + * * 7 e f 
Still, there is a basis to improvisation of any kind: a coupling oO 
traditions and techniques. And that basis can be explained, 
difficult though it may be. I suppose it is this difficulty that has 
prevented such a book from having been written heretofore; 
but at last there is a Johnny Mehegan who has the ability to do 
it. He has that peculiar combination of abilities which is es 
lutely necessary for such an endeavor: academic and scholarly 
knowledge (and insight and interest), plus an immense prac- 
tical knowledge (and insight and interest) born of long years 
of simply doing it himself and teaching others to do er re 
proud to be able to write this preface to what J am sure 
a highly important and valuable publication. 


Leonard Bernstein 


INTRODUCTION 


This book is an attempt to describe the process that occurs when a 
jazz musician improvises. This process is not a mysterious and esoteric 
rite arbitrarily enacted without discipline or precise knowledge. Rather, it 
is a concise application of logical and comprehensible musical concepts, 
which attains amazing heights of expression when utilized in conjunction 
with a trained and imaginative talent. 

To do anything well, some intuitive knowledge of the material at hand 
is required; this intuition we often call talent. But talent without knowl- 
edge and hard facts is nothing. Talent does not need to be described; 
the facts do need to be set forth and that is the function of this book. 

This book analyzes the basic musical facts utilized by every jazz 
musician from Buddy Bolden to Dizzy Gillespie. These facts, strangely 
enough, can be expressed in the eternal trinity of all music (1), Melody; 
(2) Harmony; (8) Rhythm. 

1. Melody. Each jazz generation develops its own repertoire which 
best suits its own specific ideas of rhythm (time) and harmony (chord 
changes). The melodies referred to in this book are more adaptable for 
modem interpretation. However, the basic materials of this book are adapt- 
able and essential to all jazz styles. 

2. Harmony. Jazz harmony is diatonic or major scale harmony found 
in the mainstream of classical music from 1600 to 1900. In other words, 
jazz harmony is classical harmony following the identical rules and con- 
ventions found in a Bach fugue, a Mozart sonata, a Brahms rhapsody. 

The confusion in this area has resulted from the single fact that jazz 
musicians have, by nature, been gifted people whose sole concern has been 
to play and to leave it at that. Analyses and descriptive material have been 
avoided by jazz musicians and have, in general, been left to popular theorists 
who possess little insight into the real structure of the music. 

When the need to communicate with each other arises, or on being 
pressed to describe the process of their music, jazz musicians have turned 

to the makeshift spelling of lettered chords found in sheet music as a means 
of expression despite the fact that chord letters can offer only a careless 
approximation of what occurs in a musical function, Today, this makeshift 


| 
i 
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i d technical levels exist- 

‘s not enough to meet the theoretical an 

aoa bne ne jazz musician can no longer leave the basis of his 
ee alcdes to such idle devices as have prevailed in the past. 


tters among musicians may seem strange when one 
ae piles cohel of spelling any nae cue ee 
existed for some two hundred years — Figured Bass. This . e seein 
attempt to apply figured bass to jazz. Using figured bass, esaes 
for the first time correctly and completely indicate his m : 
ee An irony here is that the jazz musician plays out of one a ic 
talks out of the other. No jazz musician thinks of lettered chords : ae 
is playing; he hears interval eae es rene ies ay 
i st be describe : 
re ee ae ae natural system i genied bass. In describing 
‘ty poe it is reasonable that the same system should be used. | | 
For instance, in the problem of transposition and serene wae 
portant to the jazz musician, letters es oe Semi ah 
to one key at a time. course ii 
aa ae He for the ie keys, but with figured ai o sep 
using numbers can be used for twelve keys, since the relationship 
key obtain for all other keys. —_ 
This symmetrical system of relating the keys to each a oe fs 
tually be adopted by jazz musicians as a means of meeting the oud = 
demands for communication and teaching. Top jazz somes seed 
knowledge the need for this new language as @ means of bringing j 
the family of the arts on a permanent and secure basis. ree 
_ This is a projected four-volume series in wal , 
eee to do oad ) a then how to do it (thythmic). as 
will trace the history of the improvised line (the heart of a es pee 
from 1900 to the present day. Specific examples will enabie the 
to develop his own sense of lineal harmony. ' 
It is in the area of rhythm that the jazz musician has sig is we 
magnificent achievement. It is these rhythmic qualities that wee ae 
chanted people all over the world and have become the universal sym 


of the sound of jazz. 


There is no counterpart in classical music for the unique rhythmic 
elements in jazz. This combination of rhythmic elements can best be 
described as a form of florid counterpoint involving three levels of time 
played simultaneously: 

Eighth-note-—first level; 
Half-note—second level; 
Quarter-note—third level. 

Here is the catalyst that converts conventional harmonic elements 
into the excitement of a jazz performance. The function of this book is to 
explore fully the tonal material which forms the basis for this rhythm. 

Problems of style are beyond the scope of this volume and will be 
treated in Volumes II, UU, and IV. 

In writing this book, the author has kept in mind the large cross 
section of the musical public which has comprised his students for over 
twenty-five years—professionals, aspiring semiprofessionals, dedicated 
amateurs and the Sunday pianist. All have experienced the need to sup- 
plement their talents with an orderly body of musical facts. 

There seems no point in deprecating previous attempts to assess 
these facts. Two streams of endeavor have been pursuing slowly con- 
verging lines of activity for the past twenty years—the improviser on the 
one hand, the theorist on the other. Until recently, these two factions 
have trod their separate paths, often with mutual hostility and certainly 
with misunderstanding. 

Today the art form has evolved to a point at which the improviser 
and the theorist can calmly exchange their views. 

“Popular” piano methods are completely outmoded in terms of 
modem music. Most of these methods are based upon antiquated rag- 
time concepts (swing bass) that have no resemblance to the realities of 
piano as it is played today. This book is an initial attempt to bring to all 
who love jazz some understanding of the beauties of this great art. 

It is hoped that this book will be a further contribution to the grow- 
ing literature of jazz which already bears witness to its significance as a 
vital art form. 

The author wishes to express his indebtedness to the following 
whose efforts in behalf of the revised edition of this book were so valu- 
able: Els Sincebaugh, Linda Pomerantz, Robin White Goode, Ginny 
Croft, Ellen Greene, Richard Grossman, Clarence Foy, Richard Rodgers, 
Dr. Albert Sirmay, Paul Rosen, Norman Monath, George Elber. 


LESSON l. 


SECTION I 


The Scale-tone Seventh Chords 


The harmony of popular music and jazz is based on the diatonic or 


major scale (Fig 1). Each of the twelve scales is a frame forming the 
harmonic system. 


Fig. 1. Scale of C. 


——=— 


Diatonic harmony moves in two directions: Horizontal (Fig. 1) and 
Vertical (Fig. 2). 


Fig. 2. 


By combining these two movements using the root (one), third, 
fifth and seventh, we derive the scale-tone seventh chords in the key of 
C (Fig. 3). 


Fig. 3. 


I 0 m0 Ww Vv W wa ft 


Chords of less than a seventh are insufficient for jazz; chords of 
more than a seventh will be treated in Volume IV. 


Fig. 4 illustrates the scale of G, Fig. 5, the scale-tone seventh chords 
in the key of G. 


Fig. 4. 


Fig. 5. 


In Figs. 8 and 5, the scale-tone seventh chords are derived by com- 
bining the following tones of each scale: 


CHorD SCALE-TONES 
I 135 7 
II 2461 
Iii 3.5 7 2 
IV 4618 
V 5724 
VI 613 5 
VII 7246 


The ideal register for the bottom notes of these chords in the left 


hand is as follows: 
35S] 


Bass line motion and the register requirements of melodies will 
sometimes force the left hand down to low C (see below). 


2 
10 IS 


In extreme conditions of register disorientation, the student may be 
f eh to move the melody up an octave and leave the middle C area to 
orce ; 


the left hand. 


In two-handed drill, the right hand appears in the octave immediately 
above the left hand. 


Fig. 6. Scale of F —Scale-tone seventh chords. 
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Fig. 8. Scale of Bb — Scale-tone seventh chords. 


13. Seale of B —-Scale-tone seventh chords. 
Fig. 


Fig. 9. Scale of A — Scale-tone seventh chords. 


nt mivev wi wo i 


I 


Scale-tone seventh chords. 


Fig. 14. Scale of Db — 


Fig. 10. Scale of Eb — Scale-tone seventh chords. 


Fig. 15. Scale of Ft — Scale-tone seventh chords. 


—- Scale-tone seventh chords. 


Fig. 11. Scale of E 
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I 
Fig. 16. Scale of Gb — Scale-tone seventh chords. 


ee aa wn oe 


Pre: 
3 sus 
I 


Fig. 12. Scale of Ab — Scale-tone seventh chords. 
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DRILL: Practice the scale-tone seventh chords in the twelve keys — both 


hands. 


During this period of his development the student should strive to keep 


his eyes on the keyboard rather than on the printed page. 


LESSON 2. 


Intervals 


Intervals represent the distance of one scale-tone to another. F ig. 1 


illustrates the intervals in the scale of C. 


Fig. 1. 


C to D is a Second 
C to E is a Third 
C to F is a Fourth 
C to G is a Fifth 
C to A is a Sixth 
C to B is a Seventh 
C to C is an Octave 


Intervals fall into two groups: Primary — 4 ; 
8rd, 6th, 7th. ee ary — 4th, Sth, 8th; Secondary — 2nd, 


If a Fourth, Fifth or Octa i +. 
(Fig: 2). r ve falls in the scale of the Root, it is Perfect (P) 


If it is lowered — Diminished (0) (Fig. 3). 
If it is raised — Augmented (+) (Fig. 4). 


Fig. 2. Fig. 3. 


P4th P5th Psth o4th oSth o8th 


Fig. 4. 


44th #+5th = +8th 
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If a Second, Third, Sixth or Seventh falls in the scale of the Root, it 
is major (M) (Fig. 5). If it is lowered — minor (m) (Fig. 6). 


Fig. 5. Fig. 6. 
= = ~*~ «+ é = = ¢ + 
M2nd M3rd M6th Mi7th mZnd m3rd m6th m7th 
Symbol key: P —- Perfect 
o — Diminished 
-+{+ — Augmented 
M —- Major 
m — Minor 


These rules apply to all twelve scales. Fig. 7 illustrates the scale-tone 
seventh chords in the key of C. 


Fig. 7. 


1nbm Wwovyw vw 1 


By applying the interval rules, we derive the following combinations: 


Based on the scale of C, the I chord contains M3, P5, M7 
Based on the scale of D, the II chord contains, m3, Po, m7 
Based on the scale of E, the III chord contains m9, P5, m7 
Based on the scale of F, the IV chord contains M3, P5, M7 
Based on the scale of G, the V chord contains M3, P5, m7 
Based on the scale of A, the VI chord contains m3, PS, m7 
Based on the scale of B, the VII chord contains m8, 05, m7 


NOTE: The student should be careful not to confuse the “key” of C with the 
“scales” of C, D, E, F, G, A and B used to determine the intervals for 
each chord. The chords belong to the “key” of C; their intervals are 
determined on the basis of the major “scale” of each root. 
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We have seen how this is applied to the key of C. it is bet, true in 
all keys. Thus, in all keys: 


Cuorp 


i 


< 
SEEZE R zo 
BREBEBB EZ. 


DRILL: Continue to play the scale-tone seventh chords in 12 kes; 
interval steps in 12 scales (as in Fig. 1). Memorize inte: 
binations for each scale-tone seventh chord. 


Ltud 


+4] Oa 


LESSON 3, 


Chord Qualities 


We may now proceed to the chord values or qualities formed 
interval combinations in Lesson 2. 

The following outline illustrates the interval] combinations, the;. 
Position and chord qualities for gil twelve keys, 


tay the: 


Seat} 


Compination Position QuaLity 


LIv Major Seventh Chord 

Vv Dominant Seventh Chord 

Il, IU, VI Minor Seventh Chord 

Vit Half-diminished Seventh Chard 


BBE eo 
CM yA 
BBS Sa 


In other words, in any key 


The I chord is always Major 

The II chord is always MINOR 

The HI chord is always MINOR 

The IV chord is always Major 

The V chord is always DOMINANT 

The VI chord is always MINOR 

The VII chord is always HALF-DIMINISHED 


i in jazz harmony which does not 
een con wis Oe peels seventh chord. Lae 
ced at oe int on the keyboard by building an hii . 
pao sae is “Cs, pe The o7 interval is lowered twice r 
sam ae is ition in Fig. 1, as a M6 for convenience. 
scale po 


Fig. 1. : 


Co Fo Go 


kinds of chords necessary for jazz 


We now have the five qualities or cue 


i ies wi 
b: y. The following table is the complete Quality Seri 
armony. 
interval combinations: 


INTERVALS QUALITY POSITIONS QUALITY 


een Major Seventh Chord 

oe Dominant Seventh ak 
ae Mu Minor Seventh Cho 

suet ce Half-diminished Seventh Chord 
aes ie Diminished Seventh Chord 
mo o 


iti cale-tone seventh 

ize the qualities of the s ae 

aay Lai anne aN combinations for the pe Gr 
anes the scale-tone seventh chords in 12 keys — 


— in the following patterns: 


l-V-L : 
I-Vi-HW-V-1L ; 
I-IV-VU-W-VI-t-v-L 
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LESSON 4, 
Altered Scale-tone Seventh Chords 


Symbol key: 
-M— Major Chord 
x~~ Dominant Chord 
m-~— Minor Chord 
¢ — Half-diminished Chord 
o— Diminished Chord 


M 
a er. ee 
bs 53 b3 


b7 # ‘ 
b? bb7 
zx m $ 
Oo 
x (Vv) 
Eg 
7 
M a | 
Q 
Sp ae 
r a bS 58 
| | | ; 
M 
Po 


The first group of this series reads as follows: 
To alter a Major chord to a Dominant — flat the seventh; 
To alter a Major chord to a Minor — flat the third and flat the seventh; 
To alter a Major chord to a Half-diminished chord, flat the third, flat 
the fifth and flat the seventh; 
To alter a Major chord to a Diminished, flat the third, flat the fifth and 
double-flat the seventh. 
The remaining series read in the same manner. The symbols for these al- 
terations are as follows: 
1 means I Major (understood); 
Ix means I Dominant; 
Im means I Minor; 
I¢ means I Half-diminished; 
Yo means I Diminished. 


These chords are illustrated in Fig. 1. 


DRILL: Practice the following alterations in 12 keys: 
Ix - Im - I¢ - Io IIM - IIx - II¢ - Ilo 


IIIM - IfIx - Ill¢ - Io IVx - 1Vm - IV¢ - IVo 
VM - Ym - V¢ - Vo VIM - VIx - VI¢ - Vio 


VIIM - VIIx - Vilm - VIlo 


LESSON 5. 


Chromatic and Altered-chromatic Scale-tone Seventh Chords 


Any scale-tone chord may be raised or lowered chromatically by sharp- 
ing or flatting each note in the chord one semitone (m2). Thus, in Fig. 1, 
II in the key of C can be raised or lowered by simply indicating #11 or pIl. 
Since II in any key is Minor, #II and pII will also be Minor. 


Fig. 1. 


0 $n bir 


it is also possible to alter any scale-tone chord before raising or lower- 
ing the chord. Thus, Fig 2 illustrates: 


Fig. 2. 
Il in the key of C IIx in the key of C Ix in the key of C #Ulx in the key of C 


Fig. 3 illustrates: 
V in the key of C V@ in the key of C — hV¢ in the key of C #V¢ in the key of C 


The devices of Chromaticism and Alteration are essential to jazz har- 
mony and must be thoroughly mastered by the student in all 12 keys. 


DRILL: Play the followin g chromatic scale-tone chords in 12 keys: 
HI - pI - gin - pl - pV - #V - DVI - gvI - pv 


Although #V and [VI appear on the same tone, their quality will vary 
since V is dominant and VI is minor. On the other hand, #II and p11 will 
be of the same quality since both II and III are minor chords. 


Play the following altered chromatic scale-tone chords in 12 keys: 
pllx - $1lo - pllIx - pIlfo - #IVm - #I1Vo - Vm 
bV¢ - #Vo - pVIx - pVI¢ - #VIo - hVIIx - }VIm - hVIo 


LESSON 6, 
The Sixty Chords 


Jazz harmony utilizes five qualities. We have learned in Lessons 4 
and 5 that these qualities can be applied at any point on the keyboard. 
There are twelve tones in the octave, each capable of supporting the five 
qualities. Thus, jazz harmony employs a Sixty Chord System. Fig. 1 illus- 
30 trates these sixty chords. 


Fig. 1.° The Sixty Chord System. 


iti tones with both hands. These 
DRILL: Practice the five qualities on twelve ton t reference to the printed 


ies should be played without constan 
Hea ant Sek must develop automatic knowledge be the ee 
Bl on three levels: 1. Muscular (hands); 2. Vis (eyes); 


3. Auditory (ears). 


laying must be done without reference 
the ee automatically is the first step in this development. 


to written music; learning 


in ™ i hese chords. Also, 

i is for ease in “spelling” t 

ae Lae ao a are and : oF oe keys; Cie Pee to D — a sharp key 
cio ae to no key but is most easily spelled in this way. 


See Fig. 6. 
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One chord to a bar indicates that the : 
chord is held for f 
Two chords to a bar indicates that the ie 


first beat, the second chord on the third beat. 
Three chords to a bar are accomp 
ing best values, 


Four chords to a bar indicates that each chord falls on one beat in the 


measure. 


Fig. 2. 


SUSPENSION. The dominant and minor chords are occasionally suspended 


for purposes of melodic adj 
Justnent or harmonic ense. The 
are easily made and affect the dominant and serie chords as ‘divas 


Crorp SUSPENSION SYMBOL 
x sharp third vee 
Fig. 3 
m double-sharp seventh lyse? EF : 4 
m sharp seventh Ir?" Fig. 5 
Fig. 8. Fig. 4. Fig. 5. 


3 ¢2 A 


n## q ne? 


The minor suspension may involve only th i 
ina. y involve only the sharp seventh (Fig. 5) or 
The dominant suspension is known generally as the Eleventh chord. 

t often appears in sheet music as the suspended fourth. 


sea ae Cuorp. The major and minor chords employ the Added Sixth 
either for melodic adjustment or for a feeling of finality. In either case, 


the seventh is omitted and the major sixth of the scale of the root is added 
to the three remaining tones (see Fig. 6). 


= 


1+6 vi +5 


Fig. 6. 


first chord is played on the 


anied by wedges (see Fig. 2) indicat- 


See tits ite pe pnt (PRR RDR i mpart LE AMO rar ten sai Nh ect eS 


The student should be aware that the following copyrighted tunes 
appear with a title and a chord chart. Any reproduction of the melodies 
of these songs is strictly forbidden by copyright late. 

It should be noted that the author is not allowed to reproduce mel- 
odies for the songs appearing in this and successive volumes. The stu- 
dent must have access to sheet music, folios, or “fake” books in order to 
structure the lessons properly. 


Fig. 7 is a bass line for “Fools Rush In.” Transfer the melody from 
sheet music to manuscript paper using alternate staves so that the Roman 
numerals (bass line) may be added beneath the melody, as in Fig. 1 of 
this lesson. 


Fig. 7. 


st? Wt? / Wo / MW / VI/U/ pix /1/ fo / W/V / 
I+* / VI / Ix® lx / VI pillo / W / V IV UT plllx / 
ret? We" / Wo / WL / Vis Wet! WA / WV / pVilx / 
Vix / IL I / IVm pVx / UL / V/s VEO tes ite ff 
FOOLS RUSH IN—Words by Johnny Mercer, Music by Gus Kahn 


© 1940 (renewed) Wamer Bros. Music Corp. All rights reserved. 
Used by pennission. 


LESSON 8. 


Key of G 


The following is a bass line for “Nice Work if You Can Get It.” Trans- 
fer the melody to manuscript paper, as in Lesson 7. 


IIx pix / Ux pik / I+* Ivx / Ux filo / WM VI / 
Il WE / ite vee / it? / Ux pilix / x pix / 1+* vx / 
Ix #1o / IM VI/ WU / IV +* vis / 1+ VIF! / Im Ivx / 
VI##? VIET / VI pVIx / Vn t° Ils / VI Ux / I Il / Vm V** / 
IIx plllx / Ux pik / I+* IvVx / Ik #llo / 
Ul VI / 0 Wi / pVUx Vk / MW Vie / Ite / It /f 
NICE WORK IF YOU CAN GET IT—George Gershwin and Ira Gershwin 
© 1937 by Chappell & Co., Inc. © renewed. 


International copyright secured. All rights reserved. 
Used by permission. 


LESSON 9. 
Key of F 


The following is a bass line for “I'm Glad There Is You.” 


melody to manuscript paper, as in Lessons 7 and 8 prapsten the 


I 
oe os /IL/ Wo / Ul blk / bllx / 1 Il / HY pitto / 
ml Vi ern VEIL / Vin bY / IV / Ven pV / 
sp mm b CA NESE VEE / VE plo / 1 / ble /1/1/ tm / 
: HW" /I Wo / wg / bx / wetter yyar 
bx / It* / +e 


I'M GLAD THERE [5 

Paul Madeira and Jimmy Dorsey This World of Ordinary People)—Words and Music by 
7 up» +442 Morley Music Co. © 
tional : ; renewed 196 i 
Used ve All rights reserved. . 1970 Morley Music Co. Intema- 


LESSON 10, 


Since learning to F 
: : play in twelve keys is so im i A . 
ing, and since the Scale-tone seventh eee! are ae rtant to jazz improvis- 


to another. Fai 
t. Failure to transpose these assignments can only prevent the 


OR Inner ERNE ee ee — ert yeenigiagi tie cone ='y 


Note that melody tones appearing out of the key signature are indicated 
by adding # or } to the number. Figs. 1 and 2 illustrate this treatment to 


a fragment of the melody appearing in Lesson 7, Fig. 1. 


Fig. 1. 


Fig. 3 is a bass line for “Misty.” The sheet music appears in Eb. 
When transferring the melody, it must be transposed to D major. (See 
explanation above.) 

Fig. 3. “Misty.” 


pickap 


blix® // 1 VE /Vm Ix / IV /TVm bVUIx / TI VI / LV / bVIEx VIx / 
IIx blIx®S /I VI /Vm Ix /IV /1Vm bVIIx / U1 VE /IE bIIx / 1*§ 31 / 
+6 VI / Vm7*7 Vm*7 / Vm bV / IV Vm / VI PU / bVm VIIx / 
bVm [Vx**5 / TIL bx / ID blix’® /1 VI / Vm Ix / IV /iVm bVIx / 


Hil VI / Il V / bVIM bVIIx / 1*6 / 


MISTY—Lyries by Johnny Burke, Music by Erroll Gamer 
© 1955 (renewed) Vernon Music Corp. All rights administered by Warner Bros. 


Music Corp. All rights reserved. 
Used by permission. 


The following table identifies the proper spellings of the inversions 
appearing in Lessons ]]} through 19. 


MAKESHIFT SPELLING IDENTIFICATION 
rR 
Lesson 1]: Il? 23 Vim! 
=R 6 
yer ILxe® 
foeR 4 
I[**3 VB 
Lesson 12: Lyees VIL 
Lesson 14: [22s Ill, 
Lesson 15: IVESR VL 
VIER ll, 
Lesson 17: == VE 
Lesson 19: IV=5R VI, 
VIIFR Il, 
VI=*R I, 
LESSON I], 
Key of Bh 


The following is a bass line for “I]] Wind,” in Bp. Transfer the melody 
to manuscript paper, as in previous lessons, 


see note 


PO TV / VAT Illx* / HE Vix /1Vm bVUx / HL VE / te IV@ / 1F#3 / 
DET 71 / bit / 1*° TV / VEE IVEx*® / THE Vix /1Vm BVEL / UIT VE / 
ne Bie LER OLT 71 (Te Mie) Po. YP Pa / 
HE Vix / Wk WE? y vo Ve oy oT Vay I¢ blk / 1 IV / 
WH Hix? / TE Vix / Wm bVEx / IE VE / 1 bik / T° Vix / 


bVIIx VI / bVIx*5 Vv / by Ive6 / E88 yy / poo 7 


ne WIND (You're Blowin’ Me No Good)-—Words by Ted Koehler, Music by Harold 
len 


© 1934 Mills Music, Inc. © renewed 1962 Arko Music Corp. 


Controlled outside the United States by Mills Music, Inc. All rights reserved, 
sed by pennission. 


son 12. 
ea Key of A 


The following is a bass line for “Moonglow.” Transfer the aes . 
manuscript paper. The sheet music appears inG. The melody mus 
transposed to A major. 


Iv / Vm!" pVIlx / Wt VI / Dees ¢ Wee Wet / I pix / 
IV## bVo / vit #I1V0 Ween siv/ Piatt pls / m i / 
s R 
[Ixe* / 1188" 11%" / IE pllx / IV#SR pVo / IVmt* HIVo IVEER / 
ix / Ue vile vox / Vix / DL Vix / VE Ux (IV / Vn x / 
Iv / IV?! pV / WE VE / Wee? ¢ Wee WE! / TL pix / 
Cas 
IV##® pVo / IVmt* gIVo IV “tl 


ills 
: W-—by Hudson, DeLange, and Mills _ | ; 
Moe Sad by Mills Music, Inc. © renewed. All rights reserved 


Used by permission. 


LESSON 13. 
Key of Eb 


: the 
The following is a bass line for “The Man I Love.” Transfer 
melody to manuscript paper. 


ia ee a ee 
I / Ym / Ws / plllx / Me / pix / Ite / I emmy 
VI+* LVS / Vix bViix / Vi pv} V / Ulx pVix / VI+* 5V¢s 
VIlx Ik / HT bik / I plik /1/ im / MWg / px / Uy / 
blIx / I+* pVIIk / I+* // 


—~by George and Ira Gershwin _ 
TIES 1o24 New Worle Mase Corp. (renewed). All rights reserved. 


Used by permission. 


29 


LESSON 14, 


Key of E 


The following is a bass line for “These Foolish Things.” Transfer the 
melody to manuscript paper, transposing from Eb to E major. 


i en ae aa eee ee 
ef Wt pik / 1t* VE ft pie ftom yy yy 
Vm pV / IV flo / IL pllx s [+e Vix / Iit+shlig / 
bVS VIIx / Ill [sR / pllg Im?" / Viim Wy / VI Ux / 
HY pllx / W plik / Ite wey yy bllx / I+* vy 
TV / Vm bv / IV flo / 1 pik y I+* y 

THESE FOOLISH THINGS—by Strachey, Link, and Marvell 

1935 by Boosey & Co. Ltd., London, England. © renewed. All rights for the 


United States and Canada assigned to Bourne Co. 
U Vv permission. 


LESSON 15, 


Key of Ab 


The following is a bass line for “Spring Is Here.” Transfer the melody 
to manuscript paper. 
bVIx / TV=sR / bVd IVx / THE VE / Vm Ix /IVm bVIIx / Wd bux / 
Wf bux / YI / WT VE / TE VHFR / VIIx®5 pYTiy / VIF*7 VIe7 / 
VI IV#R / bTIT bVIx / HV / bVIx / Iv#8R / bV@ IVx / I VE / 
Vm Ix /IVm bVIIx / HIT bYIx / IT blix / 1 IL / HI VI / bm bVIx / 
TE IV / WE VI-/ U0 bttx /1+*6 /J+6 y 


SPRING IS HERE—by Lorenz Hart and Richard Rodgers 


© 1938, renewed 1966 Robbins Music Corp. Ail rights administered by CBS Songs, a 
Division of CBS Inc. Al] rights reserved. 
‘sed by permission. 


The author would like to acknowledge the harmonic innovations of 
Bill Evans in the above chart. 


LESSON 16. 


Key of B 


he following is a bass line for “Just Friends.” Transfer the melody 
The oHov ass 


to Tk . 


Cn, IV /IV*® / Vm / bVIIx / WT / VE / DIT / bVIx /W/V/1/ 
D /, 
/Ux /Ux /H VV /V¥m bV /IV /IVt8 /IVm / bVUx / TH / VE / 
VI x 
7 +6 +6 
BILL / bVIx / W/V / VIL Wx / VIPS VE / Tix / UY bux / [+6 /4+6 7 


i sic by John Klenner 

-—Words by Sam M. Lewis, Music 

UST FRIENDS Wor “4 Inc. & renewed 1959. _ i : 

Ait cet . pape ‘Robbins Music Corp., a catalogue of CBS Songs, a Divi 
rights } 


i S Inc. oe 
eA copyright secured. All rights reserved. 


Used by permission. 


LESSON 17. 
Key of Dp 


The following is a bass line for “Bewitched, Bothered and ieee 
Transfer the melody to manuscript paper, transposing from C to Dp. 


22k 
os ‘ 
blix // I #Io / I ¢Mo / UT Wix?* / IV Ivo / IL??? plo / 


Il po / I / bls / I flo / HW flo / UW nae / 
IV Ivo / UW?! pio / UV Vm pv / IV ives y 
It pix / W*#? We" / W pik / I plik / I VI aoe 
IV IVo / I plllo / iu blIx / I ¢lo / ee 

YI IIx** / IV IVo /Il##* pIllo / I pix / I+* / Ite y 


BEWITCHED, BOTHERED, AND BEWILDERED—by Richard Rodgers and 


Lorenz Hart ati 
Chappell & Co., Inc. © rene ved. 
(eeeapal copula secured. All rights reserved. 


Used by permission. 
*The pick-up chord covers the pick-up notes which sometimes occur in pop 
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LESSON 18, 


Key of F# 


The following is a base line for “Come Rain Or Come Shine.” 


Transfer the melody to manuscript paper, transposing from F to F% 
major. 


[IV / Vim Wx / VIF#? / VIFF / VE Lx STL V/V Ix / Vm bv / 
[Vm bVIIx / Im IVx / IVm bIIT / HV / bV¢ VIx / Ld Vix / 
bVIx V bV IVx / IIx bElIx Ux bllx /¥ IV / Vilm Hix / ViF#7 / 
VIF? VI / 1x / DIL bV / Vim / Ix / Vix VIP ?? / Jo PP / Bx ELL297 / 


IVx SIVd / VI Ix / IVx Wx?3 / Vix / Vix #/ 


COME RAIN OR COME SHINE—by Harold Arlen and Johnny Mercer 


© 1946 by A-M Music © renewed. All rights controlled by Chappell & Co., Inc. 
Intemational copyright secured. All rights reserved. 
Used by pennission. 


LESSON 19. 


Key of Gp 


The following is a bass line for “I Didn't Know What Time It Was.” 
Gh is, of course, equivalent to F¥; it is well, however, for the student to 
become familiar with both spellings. Transfer the melody to manuscript 
paper, transposing from G to Gh major. 
Vilm IHx / VI Ux / Vim Ix / VI Ux / IL VU /VI IV®*® / IV Ill / 
Ti Im / Vilm IIx / VI Ix / Vim Ilx / VI Ix / IE VIL / VI [V#28 / 
IV WI / TEV / VIER 1 / VIE Tx / VIL bVIIx /VIIk/UV/ 
T VIFER / VI Ix / IE Im / Vilm HIx / VI Ix / Vilm Illx / VI IIx / 
HW VIL / VI IV**8 /TV IL /IVm bVIIx / UI VI /II V83 /1+6 / [+6 


1 DIDN'T KNOW WHAT TIME IT WAS—by Richard Rodgers and Lorenz Hart 
© 1939 by Chappell & Co. © renewed. 
Intemational copyright secured. All rights reserved. 
Used by permission. 


LESSON 20. 
12 Key Transposition 


The following is a bass line for “I Only Have Eyes for You.” Numbdz 
the melody notes according to their position in the scale and explore the 
composition in twelve keys. The purpose of this study is to give the stude= 
a clear picture of the value of this system (Roman numerals) in transp>- 
ing to any key. 
pick-up 
flo // Il $i / IV / Til pilix / I pik /1INt*/ WW Ne / 
IT Vix / pil pVix / glx / U V / WW pix / I pik / 
Tit* / Wl ,Vilx / Vix / UT plik /  / U¢ pik / 10 / 
Wit VI / bV¢ / Vm pVilx / I Vix / pill pVix / Udi / OV / 
WY pili / TE blix / I Ut+* / Wi Vm / Vilm lx / W¢ $b / 
 / pik s It* s It* Vf 

Y —Lyrics ubin, Music by H Warren 

on © 1804 heneveedy Warner fries by ie hts reread. ig 


U.K. © 1931 Remick Music Corp. Sub-published by B. Feldman and Co. Ltd. 
Used by pennission. 
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SECTION III 


LESSON 21, 
Inversions 


An inversion is a rearrangement of the tones of a scale-tone chord to 
allow for more smoothly progressing bass lines. 


Fig. 1 illustrates the inversions of the I chord in the key of C. 


Fig. 1. 


I 1st 2nd srd 
inversion inversion inversion 


An inversion breaks the series of thirds characteristic of all scale-tone 
chords. Each inversion contains a second (B to C in Fig. 1). The second 
is the characteristic interval of the inversion and is used to spell the chord. 


The distance from each note of the second to the bottom note is used 


to identify the position. Thus, in Fig. 2, in the first inversion, the distances 
are as follows: 


B down to E— fifth ¢ SYmbol—I5 


Fig. 2. Fig. 3. 


In Fig. 3, in the second inversion: 
C down to G — fourth . tbol-_4 
B down to G — third ( eer raG 


In Fig. 4, in the third inversion: 
C down to B — second ‘ symbol—I, 


Fig. 4. 


12 
NOTE: In Fig. 4, it is only possible to spell C down to B. 


NOTE: The quality of the interval (major or minor) does not affect the spelling. 


eee mete, 


mane mei 


a _ SH reli pe a A LET EN = EEA AN tie rmamel tener 
sear pine, Sn ay tei ed tan neta - bra ant er ei bias tearm 


Fig. 5 illustrates the II chord in the key of C with its inversions. 
Fig. 5. 


nu omy omy iM, 
Fig. 6 illustrates the III chord in the key of C with its inversions. 
Fig. 6. 


m m& m3 mM, 
Fig. 7 illustrates the IV chord in the key of C with its inversions. 
Fig 7. « £ 


Iv iv IV$ Ivo 


Fig. 8 illustrates the V chord in the key of C with its inversions. 
Fig. 8. 


v vg v3 Ve 


Fig. 9 illustrates the VI chord in the key of C with its inversions. 


Fig. 9. | 


vi vi vig) Vig 


Fig. 10 illustrates the VII chord in the key of C with its inversions. 


Fig. 10. . 


vin vig vog vi, 


It is also possible to invert altered (Lesson 4), chromatic (Lesson 5) 
and altered-chromatic (Lesson 5) scale-tone chords, 


Fig. 11 illustrates the 60 scale-tone chords with their inversions. es 
is basically a “root position” music, but a facility with inversions can be 
invaluable in strengthening a jazz bass line. 
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NOTE: It will be noticed that no second appears in the “inverted” diminished 
chord. Thus, the diminished chord cannot be inverted. There are 
twelve diminished chords grouped in three series (Co, Epo, Gho, Ao — 
Cio, Eo, Go, Bho — Do, Fo, Abo, Bo). The diminished chord is always 
in root position. 


Since the M, x, m and ¢ can be played in four positions, this gives us 
192 chords. Adding the 12 diminished chords, this gives us a total of 
204 chords — the complete harmonic system of jazz. 


LESSON 22, 


Inversions 


The following is a bass line for “No Moon at All.” It is written in D 
minor, which is the relative minor of F major. The symbols refer to F 
major. Transfer the melody to manuscript paper. 


VI+* / IIx* / Vo / Vim! / VIE / bVé, Wx? / VIt* Ix / 
IVx Hx / VI+* / Wx* / Vo / Vilm* / VIL? / pV¢, Wx#* / VIt® / 
VI+¢ / Vix / Vix / Ux / Ux / V/V /1IV / VU pVi / Vit? / 
Ix* / Vo / Vilm' / VII? / Ve, Uix?* / VIt*/ VIte / 


NO MOON AT ALL—Words and Music by David Mann and Redd Evans 
€ 1947, 1949 Jefferson Music Co., Inc. © renewed 1975, 1977 RYTVOC, Ine. 
International copyright secured. All rights reserved. 
Used by permission. 


6 
NOTE: VI + is also }V¢°, but the function of the chord is an adjusted VI 
chord rather than an inverted bV¢. 


LESSON 23. 


Inversions 


Here is a bass line for “Liza.” Transfer the melody to manuscript 
paper. 


IV! / #Ilo Vix / Ig* ¢IVo / Vm Ix / IV IV+* / II pllix / 
II pllx / I+ * 1/1 V* / #Ilo Vix* / Ig* $1Vo / Vm Ix / IV IV+*/ 
III pill / 1 pllx / 1+* pVilx / VI+® Vs / VIL BVIx / VI pVIo / 
Vm $V /IV Iv+¢/ Ile plilx / Ws / pVIx V/ LV" / glo Vix? / 
Ig! #1Vo / Vm Ix / IV IV+*/ UT ple / I plik / I+* // 


LYZA—by Gus Kahn, Ira Gershwin, and Se Gershwin 
© 1929 New World Music Corp. (renewed). All rights reserved. 
Used by permission. 


NOTE: I+ is also VI, but the function of the chord is usually an adjusted I 
chord rather than an inverted VI chord. 


LESSON 24, 


Inversions 


The following is a bass line for “Waltz for Debbie.” Transfer the 
melody to manuscript paper. 

This tune presents a special problem in that the chord chart for the 
melody (called the “head chart”) is not the same as the chord chart for 
improvising on the tune (called the “blowing chart”). This problem will 
be treated more extensively in Volume IV. For now, here are the two 
charts for “Waltz for Debbie.” Note modulation to the key of A and the 
return to the key of F. The “head” chart appears in 3/4 time with a 
transition to 4/4 time in the final six measures of the tune; the “blowing” 
chart appears in 4/4 time with a transition to 3/4 time in the final four 
measures in preparation for a retum to the “head” chart. 


4i 
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HEAD CuakT: Key of F, 3/4 time 

(3B / VE / 1 / Vibe / Iby / V8 / Tx, / V2 / Ixy / WE / 
(FS 168 / VW / TT / Vito ove! Vid / 0 0 Vi/ vil i / 
(F)3 B/ VES W/V / Tx? / Vixg / Ux? / Vy / Wx*® / VI Vi, // 
AR U/VV,/I/N/1/1, 7 3 W/V / TW / Vix / 1 / 
(F)3 Wx®5 / VE-/ Vm / IV / Tix / VI / Tx / bITIM / bVIM / IE / 
(F3 VB / V1 / TL / VUx® / Ux, / V8 / Ty / V8 / Ixy (18 / 
(F)3 13 / Vi, Vp / WL / Vix / bVm / VIS / BOY Ik / IV / 
(F)} Wx / VE / bVIx / VI, / VM® / V#3 / V5 // (F)4 V1, VM? / 


(F)$ V#8 ves / VI, VMF® / V#9 Ves / +8 / +6 / 


BLOWING CHART: Key of F, 4/4 time 
(F)4 IW VI / 11 V / Ix VIx / Ix V / Ix IV*8 / dé V / I VI / 
(F)g EV / UT VE / ULV / IIx Vix / Tx V / IIx VI //(A)4 IV / 77 
(A)g 1 // (F) EV / UE Vix / IL Ilkx / VE Vm / IV Illx / VE Ux / 
(F)f bilim bVIM /IL V / IIE VI/ IL V /IDx VI / Ux V / Ix IV*8 / 
(F)4 lié V / UI Vix / bVm VIIx / HI Ix / IV Ilx / VI / IIx $Vo / 
(F)f WI bio / Il V // (F)3 I*8 / bIllo / IL / V / 

Da Capo to head. 


WALTZ FOR DEBBY—-by Bill Evans and Gene Lees 
TRO © 1964 and 1965 Acorn Music Corp., New York, N.Y. 
U.K. © 1962 Acom Music Inc. Assigned to Kensington Music Ltd., 85 Gower Street, 
London, WC] for the territory of the world excluding USA and Canada 
Used by permission. 


LESSON 2.5. 


Inversions 


The following is a bass line for “Giant Steps.” Unlike the bass lines 
in this volume, the chords are indicated by letters instead of the usual 
Roman numerals. The reason for this is that “Giant Steps” has no pre- 
vailing key center but, instead, a series of implied key centers. 


4 
BM Dx? / GM Bbx® / EbM / Am Dx / GM Bbx? / EbM F2x3 / 
BM / Fm Bbx / EbM / Am Dx /GM /C8m F2x /BM /Fm Bbx / 

4 
EbM /Citm F#x /BM Dx3/GM Bbx? / EbM / Am Dx / GM Bb? / 


EbM Fix / BM / Fm Bbx / EbM / Am Dx / GM / Cttm Fx / 


BM / Fm Bbx / EbM / EbM 7 


GIANT STEPS——by John Coltrane 
© 1974 Jowcol Music 
Used by pennission. 


The symbol key for the preceding chord chart is as follows: 


M—major 
x-—dominant 
m-—-minor 
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SECTION IV 


LESSON 26. 


Modulation 


Many of the popular tunes used as jazz material modulate from one 
key to another in the course of a 32-bar chorus, This modulation is seldom 
indicated in sheet music although the jazz musician “thinks” in these key 
changes for simplicity and order, The following six lessons will deal with 
tunes of this type. A simple rule for identifying the presence of a new 


key is the appearance of a major chord on other than I or IV (ie., ILM, 
bVIM, etc.). 


The following is a bass line for “Body and Soul” in Db. The origi- 
nal key of this tune is C major, but since 1930, the year the tune was 
written, convention has prevailed in favor of Db. Transfer the melody to 
manuscript paper using the following signatures: bars 1 - 15, kev of Db; 
bar 16, beats 1, 2, key of Db; bar 16, beats 3, 4, key of D; bars 17 - 20, 
key of D; bars 21 - 23, key of C; bar 24, beats 1, 2, key of C; bar 24, beats 
3, 4, key of Do; bars 25 - 32, key of Db. The letters in parentheses 
indicate the key in which the symbols are to be played. 


(Db) WF? 1" / 1 biix / 1 1 / IE bilo / TE Wy / VEL bVEx / 
(Db) VI Il bilx / 1 410 / W*#7 17/1 blk S/T / bIHIo / 
(Db) IL Il, / VIL bVUx / VE If blix 7 1+6 (D) V / I** It / 
(D) VE Ivm / tit VE If Wo / TH bHIx I bik / (C) IV / 
(C) 1 bilo / TI bIIX / Ix Vix (Db) Wix / #7 1187 / 0 bIIx / 


(Db) I 1 / M1 bilo / Il I, / VIL bVIIx / VE If blix 18 7 


BODY AND SOUL—Lyrics by Edward Heyman, Robert Sour, and Frank Eyton, Music 
by John Green 

© 1930 (renewed) Warner Bros. Inc. All rights reserved. 

Used by permission. 


LESSON 27, 
Modulation 


The following is a bass line for “How High the Moon,” in the key 
of G. Transfer the melody to manuscript paper following the signatures 
indicated by the letters, 


| 


(G) Ve fT / ite 7 (FE) / blix / 1/14" / (Eb) W/ ple / 
(Eh) I VI / pVé Vix / +" / (G) V8" / 11 / WW Ivet/ 
(G) IM pix /Iv88 1/1497 (F) I / pix / 1/1+*/ (Ep) IL / 
(Ep) pix / I VE / (G) We V/ TW / WIV’? / I bux / 
(G) Wo pix / It* / It* /f 

UTS sik Caer Hee 


Intemational copyright secured. All rights reserved. 
Used by permission. 


LESSON 28, 
Modulation 


The following is a bass line for “Laura,” in the key of C. Transfer 
the melody to manuscript paper following the signatures indicated by 
the letters. 


(G) I / pile /1/1+* / (F) IW / pix 1 / 1t* / (Ep) UW / 
(Eh) pix / I / VI / (G) Tig VO* / Vo" Ivo / Il / pllix / I / 
{G) pix /E/1+*/ (F) U/ plik / 1 /it*/ (C) Vm /IVo/ I / 
(C) VI / Ixb* ¢ W vi ¢ I+* / It* yy 
LAURA—by Johnny Mercer and David Raskin _ 
new wenti n Music . All rights administered and 
peeeses sere ll Mie Ee, of CES let Division of CBS, Inc. Ail 


rights reserved. 
Used by permission. 


As indicated above, “Laura,” in the key of C, does not start in the key 
of C. However, the tune comes to a final close in the key of C which 
definitely establishes the key. 


LESSON 29, 


Modulation 


The following is a bass line for “I'll Remember April,” in the key of 
G. Transfer the melody to manuscript paper following the signatures 
indicated by the letters. 45 


(C)I/T/Wx/l/im/ Im, / Vie /Ix/Usvys 
(G) Wg / pix / I / pln, 1 pte / (Bb) U/ V/1 Ivo / 
(Bh) Wi pk sy Vs Tit; (C) W/V/L/Wwy 
CE) Hf plik / 1 VE / (G) 0 pike / 1/17 Wx /1/ Im / 
(CG) Im, / Vie / Ik / W/V / te / bllIx / Ul / pilx / 
(G)I+* 7 [+e // 
(LL REMEMBER APRIL—Words and Music by Don Raye, Gene De Paul, and 
Pat Johnston 
© 194], 1942 by MCA Music, a Division of MCA Inc., New York, NY. © renewed 
and assigned to MCA Music, a Division of MCA Inc. and PIC Corp., New York, N.Y. 


All rights reserved. 
Used by permission. 


LESSON 30, 
Modulation 


The following is a bass line for “All the Things You Are,” in the key 


of Ab. Transfer the melody to manuscript paper following the signatures 
indicated by the letters, 


AT PN EL PAV UC Np a pee: 
ESET RANE COW PAG) eg pe 
ST AA Ae We ite Pa yee 
“b) Vs SVs T/A / Wm / mt / pitt /uU / 
(Ab) Vi" pik Its it) yy 
ALL THE THINGS You ARE—by Jerome Kern and Oscar Hammerstein II 

© 1939 T.B. Harms Co. © renewed % The Welk Music Group. 


International copyright secured. All rights reserved, 
by permission. 


LESSON $1, 
Modulation 


The following is a bass line for “Autumn in New York,” in F. Transfer 
the melody to manuscript paper following the signatures indicated by the 
letters. 

(F) WoW / Iv vet yp pte y /I Wi pty mom / 
(F) IV V / Ill Vix / W¢ bilix / WI / (Ap) bilx / 
(Ab) 1 1 / (Eb) VI VI /1** bVe / (C) I bik / I vit / 
(F) Uf pur ¢ 0 Ut y i vee /it* ryt nm + 
(F) Vm VI / (Dp) II Wix#* / VIVE, / bVe IVx / I +°VIxe* / 
(Db) TE bul 1 blk / I plik / I VI VI Vm / (F) U0 WI / 
(F) Wm Vit / Imt+* / Imte if 

AUTUMN IN NEW YORK—Words and music by Vernon Duke 

© (renewed) Wamer Bros. Inc. 


All ents reserved. 
Used by permission. 


Fig. 1. “ 


LESSON 82. 
Transposition—Modulation 


Fig. 1 is a lead sheet of “In Your Own Sweet Way” by Dave Bru- 
beck. Fig. 1 represents the composer's view of his composition; Fig. 2 
represents a figured bass solution of the same tune. 


In Your Own Sweet Way.” 


Both Fig. 1 and Fig. 2 present the essential “facts” of the composi- 
tion; Fig. 1 represents the composer's original conception of the piece, 
and Fig. 2 represents the author’s view of the essential structure of the 
tune seen through twenty-five years of social usage. 

Note the appearance in Fig. 2 of key changes which social consen- 
sus has established as part of the fabric of the tune. 

The key series for transposition will be: 
1—~ bVI—I—bVI—I—HI—I—1—bViI—1. 


The following is a bass line for “In Your Own Sweet Way” in Bb. 
The key order is as follows: 
Bb—Gb—Bb—Gbh—Bb—D-—C—Bb—Gb-—~Bb. 

In Roman numerals this reads: 
I—bVI—I—bVI—I—IU—H-—I—bVI—1 as above. 


Fig. 2. “In Your Own Sweet Way.” 


pick-up 
(Bb) IV // Vim IIx / VI Ix /IW V/1LIV / (Gb IL V/IlW/ 


(Bb) Il@ bilx / 1 IV / Vilm Ix / VI x / IE V / 1 IV I 
(Gb) 1 V /1 IV / (Bb) Id bilx / 1 VI 4“ (D) IE V / 1 VI / 
(D) IV /1// (C) I V/I Vix // (Bb) IVm bVIIx / Vix #VIo0 / 
(Bb) ViIm IIx / VI Ix /TIV/1LWV / (Gb) I V/IliIvVy 
(Bb) Il¢é blk /1 # 


IN YOUR OWN SWEET WAY—by Dave Brubeck 
© 1955 Derry Music Co. 
Used by permission. 


When transposing this tune, number the melody tones according to 
the prevailing key in the bass line. Transpose to various keys as a trans- 
position problem. 


SECTION V 


LESSON 33. 
Arpeggios 


The basic problem of jazz improvisation is to abandon the melody 
and build an improvised line on the elements of the chords in a tune. 
Thus, we will combine the vertical (left hand) with the horizontal (right 
hand). The chord elements are as follows: (1) Arpeggios; (2) Scales; 
(3) Chromatic tones. Thus, jazz improvisation employs a twelve-tone line 
(twelve chromatic tones in the octave) superimposed on the sixty chord 
system, 


An arpeggio is a “broken” chord moving in alternate steps. The fol- 
lowing illustrates the arpeggios of the five qualities on C for two octaves. 


+ ec = 
# ¢, 
Tar pe ee a ee 
CM Cx Cm 


These notes should be played ascending and descending. 


be 


i¢ 
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50 


Using the chord chart on pages 25 and 26, practice the arpeggios for 
the sixty scale-tone chords using the following fingering. 


C — 5 qualities 1284123845 
D — 5 qualities 123412345 
E — 5 qualities 128412345 
F — 5 qualities 123412848 
G — 5 qualities 128412845 
A — 5 qualities 1234128465 
B — 5 qualities 128412845 
Dp —5 qualities 212341234 
Ab — 5 qualities 21234123834 
Bh M — x 2123412384 
Bp — Ait m—¢—o 231234123 
Gh M—x 234128412 
Ch—Ft m—¢—o 212841284 
Ep M--x 2123841234 
Eb m (the only arpeggio with 

all black notes) 123412845 
Ep— Di ¢—0 231284128 


These sixty arpeggios must be thoroughly mastered, ascending and 
descending, so that they can be played automatically with correct fingering. 


LESSON 34, 
Arpeggios in Rhythm 


Rhythmic problems in jazz will be thoroughly studied in Volumes 
If, III and IV. The student must first learn “what” to play before learn- 
ing “how” to play it. For now, the following basic material on rhythm 
will suffice. 

The rhythmic division of the front and rear lines of a 1900 New 
Orleans jazz band was as follows: 


Eighth-note ( ') — trumpet 
Whole-note (©) or half note ( J) — tuba or trombone 
Quarter-note (J) — drums 
Technically this is a form of florid counterpoint involving three kinds 
of time played simultaneously. This is the essence of the jazz beat. 


This rhythmic counterpoint is always present in jazz, although these 
three levels of time can be assigned to various instruments. In a modern 
group, the rhythmic breakdown is as follows: 


Eighth-note (J) = — trumpet 
Whole note (¢) or half-note(j) — piano 
Quarter-note (J) — bass 


Transferred to the keyboard, the rhythmic assignment is as follows: 


Eighth-note (¢) — right hand 
Whole note (2) or half-note (J) — left hand 
Quarter-note (4d) — foot beat 


This rhythmic composite is occasionally interrupted, but its continu- 
ing presence is essential to jazz improvisation. 


As soon as the student has become familiar with the chords of a tune, 
a quarter-note beat should be tapped by the foot in order to create the 
basis for a jazz beat. 


In succeeding chapters, we will explore the three fundamental rhyth- 
mic structures used in jazz improvisation — the eighth-note, the eighth- 
note triplet and the sixteenth-note. The jazz line can employ rhythmic 
values up to the thirty-second-note. See Fig. 1. However, for practical 
purposes we will limit our work to the three above-named values. 


Si 


Fig. 2. 


Foot beat 


Fig. 1. 


Right hand 
Left hand 


Foot beat 


Foot beat 


-—— sixteenth notes 


— eighth notes 
-— eighth-note triplets 


I chord 
If chord 
IIt chord 
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Fig. 2 illustrates a drill using the arpeggios of the chords in eighth-note 


triplets. 
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plet arpeggio 
if necessary. 


ous eighth-note tri 
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_ 1. Write out the lines 


8. 2 and explore the var 
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lines on the chords of Fig 


Study F 


. 
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DRILL 


7. 


LESSON 3 


Sixteenth-note Arpeggios 


ploying the eighth note (two 


ghth-note triplet (three notes to a foot 
in this chapter, the sixteenth-note line (four notes 


Now that we have investigated a line em 
notes to a foot beat) and the ei 


beat), we will explore, 


to a foot beat). 
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AT LONG LAST LOVE— 
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the Cole Porter 


employing the arpeggios of the 


Fig. 2 illustrates a sixteenth-note drill 


chords in Fig. 1. 
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Rhythmic Composites (ballad) 
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ig. 1 using eighth note, 


h 


ythms. Keep an unin- 


terrupted quarter-note foot beat when playing. 


DRILL: Write or play a line on the chords of F 
eighth-note triplets and sixteenth note r 
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Fig. 2 is a bass line for “I Got It Bad,” in G. 


Fig. 2. 


Ix V / 


Iix Vix bV 


°/ Vo #IVé / IL / bv 
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1/10 VI / Ux VI 


I] blix / 1 IE / WE VI / Ux vis /IVo $IV¢ / II Il, / 


It® £Io / 


-_ 
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Vv / 18 VI bVE / Vm bv / IV+6 / IV*6 / IVm*6 / 


Vix V 


IIx Vix 6 


bV 
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bx / W/V / 1 I / I VI / Ux VB i 


Iii 
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te to the arpeggios of Fig. 2, we derive the 


composi 


If we apply our 


following drill. 


arse 
a rT 


——e'T Je 


a nl a 


f 
= 
: 
a 


Fig. 1. 
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2 AS AE Vl 
ah 


I Slo /IE V / IL bilo / 11 V / Vm Ix / IV bVILx / IEx Vix Ix V / 


I*© S1/1 $lo/ 11 V / Wl biilo / IV / Vm Ix / IV bVIIx / 


Ilix VIx IIx V /1*® bVIIx / VI*® bVd@ VIIx / IIx VIx / Ux V / 
DRILL: Transfer the melody to manuscript paper using three staves: one 


for melody; one for the student's improvisation; one for the bass I bVIIx / Vit® bVé VIIx / Ix Vix / Ix V / IE bIx Il bllx / 
line. Using Fig. 3 as a model, the student should write out, if 
necessary, an improvisation using the composite and the ar- I flo/HV/HI bilo /IE V / Vm Ix /IV bVEEx / IIx Vix Ux V / 


peggios of the bass line in Fig. 2. Is / 


YOU TOOK ADVANTAGE OF ME—Lyrics by Lorenz Hart, Music by Richard Rodgers 
© 1928 (renewed) Warner Bros. Inc. All rights reserved. 
Used by permission. 


If we apply the composite to the arpeggios of Fig. 1, we derive the 
LESSON 40. Fig. 2. following drill. 


Rhythmic Composite (up-tempo) 


In the quicker tempos in jazz, the composite usually becomes more 
simple in order to avoid a cluttered sound and to insure a strong pulse. 


The following is a possible up-tempo composite: 


bor hITT 
Tire vb 

veep a = a2 Sea 
Deeaddas 


74 Fig, 1 is a bass line for “You Took Advantage of Me,” in Ep. 
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7 


, try to keep a steady quarter- 
paper using three staves: one 
Ss improvisation; and one for the 


the student should thoroughly analyze the use of rest 
s in Fig. 2. Simply to play over these specimens is of 


little value. When playing these examples 
bass line. Using Fig. 2 as a model, the student should write out, 
an improvisation on the bass line in Fig. 1. 


note foot beat. Above all, do not use any pedal. 
DRILL: Transfer the melody to manuscript 
for melody; one for the student’ 
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SECTION VI These modes built on the twelve major scales represent one of the 
most important elements of jazz improvisation. They are highly effective 
in building a horizontal “blowing” line so long as the harmonic line moves 

LESSON 41. in the normal scale-tone chords without alteration or chromatic adjust- 
Modes ment. Since the previous lessons have made it evident that even the 

simplest tune utilizes altered and chromatic chords, this simple modal 

system must be expanded to meet the requirements of a sixty chord system. 


If we play the scale-tone chords in C and play the C major scale from The next six lessons will deal with this problem. In preparation for these 


root to root of each chord (Fig. 1), we are playing the various modes of chapters, the student is strongly advised to play the scale-tone chords in 
the scale of C. A mode is a displaced scale played from root to root of twelve keys with accompanying modes in the right hand as in Figs. 3 
the chord. and 4, 
Fig. 3. Key of C. 

Fig. 1. 
CHorp SCALE DIsPLACEMENT Move 

I Cc Cc-C TonrIAN 

il Cc D-D Dorian 

Ill C E-E PHRYGIAN 

Iv Cc F-F Lypian 

Vv C G-G MIXOLYDIAN 

VI Cc A-A AEOLIAN 

Vil Cc B-B Locrian 


Fig. 2 illustrates the modes of the scale of G: 


Cuorp SCALE DIsPLACEMENT Mone 
I G G-G IONIAN 
I G A-A Dorian 
It G B-B PuRYGIAN Fig. 4. Key of G. 
IV G c-C LyDIAN 
V G D-D MIXxOLYDIAN re <<  e — 
VI G E-E AEOLIAN Ce a See 
VII G FH - Fe LocRIAN we 
The following table illustrates the modes existing in any key: ——————————— 
I pf It 
CHORD DIsPLACEMENT Move 
I 1-1 IoNIAN 
Il 2-2 Dorian 
III 3-3 PuRYGIAN 
1V 4-4 Lyp1an 
V 5 - § MIXOLYDIAN SEED © 
VI 6-6 AEOLIAN 
Vit 7°77 LOcRIAN 


Fig. 5 is a bass line for “Speak Low,” in F. Transfer the melody to 
manuscript paper noting key changes. On the lettered scale-tone chords, 
abandon the melody and play the required mode of the prevailing key 
scale. Letters over each chord indicate the mode to be played with 
each chord. 


The following chart illustrates the symbol key for each mode: 


Ionian — IO Mixolydian — M 
Dorian — D Aeolian — A 
Phrygian — P Locrian — LO 
Lydian — LY 


Fig. 5. 


en DoF MofF DofF MofF DofF Moff se note 
(F) Hlo “7 W/V / W/V SES VS Vom / kk VY 


Dof Ab MofAb Dof Ab M of Ab PolF AofF DofF MofF  loof F 
(Ab) W/V /U /V AY (FW VE / OV Os 8 


DofF MofF DofF MofF DofF MofF 
(FP) flo / UW /VS/SW SVS WS VS Vo / kk 


D of Ab Mof Ap Dof Ab M of Ab PofiF AofF DofF MofF loofF loof F 
(Abt) I /V/W SV “4@® UW VE/SWM OV SI 8 


lo of Eb lo of E 


Dof Eb D of Eb see note 6 see note M of F 
(Eb) Il / Ws / bVilx / bVIIk / 1/1 vW (® bVIx / V / 


Dof F MofF Dof F MofF DofF MofF 


(F) UW /V/SU SV SW SV / Vm / Ix / Wm / BVI / 


Poff F AofF DofF — see note lo of F lo of F 
£7 
(F) Ul / Vi ¢ W /¢ V¥5 ¢ 16 / 16 ¥ 


SPEAK LOW—by Kurt Weill and Ogden Nash 
© 1943 by Chappell & Co., Inc. © renewed, assigned to Chappell & Co., Inc. and 
Hampshire House Publishing Pop. 
Intemational copyright secured. All rights reserved. 
Used by permission, 


NOTE: Chords such as II, V or I are considered primary functions, since they 
belong to the key; chords such as Vm or Ix are considered secondary 
functions, since the root remains in the original key but the third, fifth 
or seventh have been altered; finally, chords such as bVIIx or >VIx are 
considered tertiary functions, since not only has the chord been al- 
tered but also chromatically raised or lowered from the original key. 


=7 
NOTE: V*° is actually a major-augmented seventh chord; the symbol would 
read V™, 


LESSON 42, 


The Major Scale 


The major chord in any key appears on I and IV. 


Cxorp DIsPLACEMENT Move 
I 1-1] Tonian 
IV 4-4 Lydian 


In determining which of these two modes to choose, the deciding 
factor must be the relative strength of these two major positions in diatonic 
harmony. On the basis of this, there can be no doubt of the overwhelming 
feeling of I when hearing a major chord. For this reason, the major chord 
takes the Ionian mode (1 - 1) except in cases where the bass line gives a 
strong feeling of IV,eg. IM / ILIV / VI / (see Fig. 1). 


Fig. 1. 


Here the use of the Ionian mode of the scale of F on the IV chord 
would destroy the feeling of C major running through the entire bass line 
and the Lydian mode (4 - 4) should be used. Except in cases of this 
sort, the Ionian mode is employed on all major chords. 


81 


Fig. 2 illustrates the twelve major chords with accompanying Ionian 
modes, to be played both ascending and descending. 


Fig. 2. 


RULE: The major chord is a I or the temporary I of a new key and 


takes the scale of that key from root to root. 


Fig. 3 is a bass line for “Moonlight in Vermont.” Transfer the melody 
to manuscript paper following the key signatures indicated by the letters, 
Abandon the melody and play the appropriate mode on each major chord, 


Major** chords follow the same rule as normal major chords. 
82 


Fig. 3. 


(Eh) 1° VE / Il pile / It+* VI / pVIx / WV / 
(Eb) I+* gr / I+* VE / WE pix / I+* VI / $V / 
(Ep) W V8? / r+* / (G) W Wo / Hl plik / Il px / I / 
(Ap) W Vo / I pik / WF pik / I $Vk / 
(ED) I+* VI / I px / I+* VI / bVIk / It Vee / 
(Ep) I+* vit 7 Ve the pik sty 


MOONLIGHT IN VERMONT—by John Blackburn and Karl Suessdorf 
© 1944-1945 Michael H. Goldsen, Inc. © renewed 1972. 
Used by permission. 


LESSON 43, 
The Dominant Scale 


The dominant chord in any key appears on V only. 


CyHorp DisPLACEMENT Move 
Vv 5-5 Mixolydian 


Since the dominant chord only occurs at the position of V, there can 
be no doubt concerning the accompanying mode. The dominant always 
takes the Mixolydian mode. 

Dominant chords on other than V (IllIx, }VIx, etc.) are considered a 
temporary V of some other key. Thus, in the key of C: 


CuHorp SPELLING SCALE OR KEY DISPLACEMENT 
Ix Temporary V F c-C 
IIx Temporary V G D-D 
IIx Temporary V A E-E 
IVx Temporary V Bh ee 
V Natural V Cc G-G 
Vix Temporary V D A-A 
VIIx Temporary V E B-B 
pllx Temporary V Gp Dp - Dp 


In jazz harmony, these temporary dominants seldom resolve to their 
natural majors [i.e., in the key of C—III bIlIx IE bIIx I is a normal 
pattern; the bIIIx (Ebx) does not go to AbM, the bIIx (Dbx) does not go 
to GbM]. However, at the moment they are played, they imply the V of 
a new key. 
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Fig. 1 illustrates the twelve dominant chords with accompanying 
Mixolydian modes, to be played both ascending and descending. 


Fig, 1 
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F#x (VotB) Gx (VofC) Abx (VofD b) 


Ax (VofD) Bbx (VofE}) Bx (VofE) 


RULE: The dominant chord is a V or the temporary V of a new key and 
takes the scale of that key from root to root. 


Fig. 2 is a bass line for “It Could Happen to You” in G major. 
Transfer the melody to manuscript paper; abandon the melody and play 
dominant scales on all dominant chords as indicated in symbol key. (x35 
also employs the normal dominant scale.) 


Fig. 2. 

MofA M of B M of Er 

(G) 1 / ld Vix / I / bVé / Vilx / I billx / WM, / 

M of Bb MofA M of Bb 

(G) bVIk / Vix / WL / Wy, / Vilm / bVIIx / VIF27 VEe7 / 
M of G Mix 

(G) VI bilo / UW WE / WV STs td Vin / 

M of B M of Eb M oof B ie: 

(G) bVé Vix / I bilix / 1 Wl, / bVix / Vix / WL WD / 

M af Bb M of F M of M of G 

(G) WV Vix / 1 Vx / Ulé Vix / WIL / Wm Vv / 


(G) It / 6 


IT COULD HAPPEN TO YOU — ohnny Burke and Ji eusen 
© 1944 Famous Music Corp., ye York, NY. si a 


LESSON 44, 


The Minor Scale 


The minor chord in any key appears on II, III and VI. 


Cuorp DIsPLACEMENT Move 
I 2-2 Dorian 
Ii 3-8 Phrygian 
VI 6-6 Aeolian 


In a chord series with a strong key feeling, 
I-VI-Il-V-I  (Fig.1) 
or 


Ti-Tl-IV-V-VI-I-V-I (Fig. 2) 
the tlree modes are used in their respective positions. There is never a 
question concerning the II chord since it belongs to a primary function 
of any key — Ii - V - I or II - pllx - 1. Therefore, II always takes the 
Dorian mode (2 - 2). 


such cases, III 


can easily be dislodged from a key 
s of a new key and take the Dorian mod 


Hil and VI on the other hand, 
center and therefore must be treated with more care. In 


Fig. 1. 
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All other minor chords (IVm, VIIm, pIII) are also treated as a tem- 
in the key of C 


porary II of a new key. Thus, 
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Except IH and VI which usually take the Phrygian and Aeolian modes 
respectively, all minor chords take the Dorian mode (2 - 2). 

Where there is a strong diatonic feeling of the prevailing key, as in 
Fig. 1 and Fig. 2, the Il! chord takes the Phrygian mode and the VI 
chord takes the Aeolian mode. 

When the prevailing key feeling is dislodged, as in Fig. 3, the III 
becomes a II of a new key and so also with the VI chord. 

In jazz harmony, temporary II chords of other keys sometimes re- 
solve to their natural dominants (V), but regardless of their resolution, at 
the moment they are played, they imply the II of a new key. 


Actually the responsibility should rest with the student in deciding 
the particular “status” of the III or VI chord. The following rule, how- 
ever, is a general guide to the use of the minor scale: 


RULE: The minor chord is a II or the temporary I of a new key and 
takes the scale of that key from root to root. The exceptions are 
HI and VI, which normally take the Phrygian and Aeolian 
modes, respectively, when preceded by primary functions. If 
preceded by secondary or tertiary functions, both the UI and 
VI chords become temporary Il cherds of another key. 


Fig. 4 illustrates the twelve minor chords with their accompanying 
Dorian modes, to be played ascending and descending. 


a | _ | Bae 
[—_ a Te Lt t+ + 
14} — | ge Pe Oo aan" weae 
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| 


Ebm (IofDb) Em (IlofD) Fm (TofEb) 


Am (IfofG) Bb m (of Ab) Bm (IlofA) 


Fig. 5 is a bass line for “Little Girl Blue” in the key of F. Transfer 
the melody to manuscript paper; abandon the melody and play minor 
scales on all minor chords. The letters appearing over these chords indi- 
cate the signature to be played from root to root of the chord. For exam- 
ple: in bar 1, the F over VI means play the F scale from D to D; in bar 4, 
the Bb over Vm means play the Bb scale from C to C. 


Fig. 5 
F F F Bb Ab 

1*6 VI / IL blix / 1*6 VI / Vm bV / IV IV*® / Wm bVUx / 

Cc F F Fé F F 
Ikx*5 VI /T1 WE IV SIVé / V bV / 18 WE I bix / 1*8 bIllo / 
F F F F Bb 
Il bHM / 1*° VI / IE bilx / I*® VI / Vm bv / IV IV*8 / 

Cc F F 
Vm bVIIx / Wixt5 VE / It Wl Ive® tive 7 V bv / 
Fe F F x. F F F 
IP UT Wf bilx / 16 $1 /E*® VE bVIx / VV / IL biix / 1 Wt / 
D dD Cc 

lil IV / Vilm IWlx / Vilm 5VIx / VI Vé / bVd IVo / 


F*. F 
VE} bIllo / I blix / 16 / 18 & 


LITTLE GIRL BLUE—by Richard Rodgers and Lorenz Hart 
© 1935 T.B. Harms Co. € renewed % The Welk Music Group. 
Intemational copyright secured. All rights reserved. 
Used by permission. 


*NOTE: The prevailing key (F) has been reinstated despite the preceding sec- 
ondary function in order to prepare for the final closing. 


89 


LESSON 45, 


The Half-diminished Scale 


The half-diminished chord in any key appears on VII only. 


Crorp DIsPLACEMENT Move 
Vil 7-7 Locrian 


Since the half-diminished chord occurs only at the position of VII, 
there can be no doubt concerning the accompanying mode. The half- 
diminished chord always takes the Locrian mode (7 - 7). 

Half-diminished chords on other than VII (I1I¢, bV¢, etc.) are con- 
sidered a temporary VII of some other key. Thus, in the key of C: 


SCALE 
Corp SPELLING OR Kry DISPLACEMENT 
I¢ Temporary VII Db Cc-C 
II¢ Temporary VII Eh D-D 
Ill¢ Temporary VII F E-E 
IV¢ Temporary VII Gp F-F 
Ve Temporary VII Ab Gog 
VI¢ Temporary VII Bh A-~A 
VII Natural VII Cc B-B 
bHI¢ Temporary VII E Di - Dé 


In jazz harmony, the temporary half-diminished chord seldom, if 
ever, reaches its natural resolution, but at the moment it is played it 
implies the VII of a new key. Fig. 1 illustrates the twelve half-dimin- 
ished chords with accompanying Locrian modes, to be played ascending 
and descending. 


RULE: The half-diminished chord is a VII or the temporary VII of a 
new key and takes the scale of that key from root to root. 
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Fig. 1. 
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Fig. 3 is a bass line for “Birth of the Blues.” 
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Dominant CHorp: 


(Fig. 5) 
~— whole tone scale (Fig. 6) 
— whole tone scale (Fig. 7) 

Fig. 7 


x*#* — dominant scale 


x# 
xs 
Fig. 6. 


Fig. 5. 


Cd Fs SE FEES GE ES OR ee fe ei 
FERS QE, Pos chp eens em 
= ae 
: = 
= cf 
. 


CxP5 


LESSON 48. 


Minor Cuyorp: 


Scale and Arpeggio Alteration 


(Fig. 8) 


— minor scale 


The arpeggio of an altered chord simply follows the alteration. 


Fig. 1. 


—— minor scale with #7 (Fig. 9) 
— minor scale 


mi??? 
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(Fig. 10) 


#7 
The following rule describes the use of scales in altered chords: 


Major Cxorp: 


-#- 
Cm 


Fig. 10. Fig. 11. 


Fig. 9. 


(Fig. 2) 
(Fig. 8) 
(Fig. 4) 


$5 


M** -— major scale with #5 
M>* — major scale with b5 
M** — major scale with £5 


Cmt& 


the scale is the same as in root position except 


that it is played from the bottom note of the inversion (Fig. 11). 
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RULE: In inversions 
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Fig. 12 is a bass line for “Like Someone in Love” in the key of C. 
Transfer the melody to manuscript paper. Abandon the melody and play 
appropriate scales for the inversions. Letters over Roman numerals indi- 
cate the signature to be played from root to root (root position) or bass 


note to bass note (inversion). Thus in bar 1, I, indicates the scale of C 


C 4 
from B to B; in bar 3, VII indicates the scale of C from F to F. 


Fig. 12. “Like Someone in Love.” 


(C) 1 / VE Vi / Ux* Vii / WT pik / Wome? / 
(C) V plik / I VE / Vm $V /I1V+* IV, / (A) If, Vilo / 
(A) IT, / VI Viz / (C) vi Vit', / Viz blo / 0 / 
(C) pik / I Ty / VI Viz / Ux? Vil? ¢ WM pik / 
(C) UW Us? / Vv pix / I VE /s Vm bv / It* Wa / 
(A) I, Vilo / I bV / (C) Ux filo / WI blk / HL pls / 


(C) 1+* s It+* 
LIKE SOMEONE IN LOVE-—by Burke and Van Heusen 
© 1944 by Burke & Van Heusen, Inc. © renewed and assigned to Bourne Co. & 


Dorsey Bros. Music, Inc. 
Used by permission. 


LESSON 49, 


Fighth-note Scales~Scale Fragments 


In Lesson 33, we moved to the primary step in improvising by aban- 
doning the melody and playing eighth-note arpeggios on the chords. We 
will now repeat this primary step with eighth-note scales. 


Fig. 1 illustrates the use of an eighth-note scale line. In playing Fig. 
1, the student will notice the harsh sound (particularly on the M and x) 
of the scale fragment ending on the fourth note of the scale or the mode. 


Fig. 1. 


To avoid this, in Fig. 2, the fourth step is removed and the tone row 


123 5 is used (1 2 3 5 is always counted from the root of the chord). 


Fig. 2. 


Fig. 3. 


Fig. 4 illustrates the scale fragments on 3 4 5 7. 
Fig. 4. 


Fig. 5. 


Fig. 6. 


“The fragment figures for the diminished scale are not the same since the diminished 


scale consists of eight tones rather than th a] 
diminished py ey ¢ usual seven, The fragment figures for the 


1235 — S441 (reverse) 
$457 — 7659 (reverse) 
S671 — 1873 (reverse) 
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Fig. 7 illustrates the scale fragments on 2 1 75; and 1875 (dimin- 
ished). 


pf) Vio (1875) Ho (1875) V 


All of these fragments are of the utmost importance in using scale 


lines; the ability to pick up any scale fragment for any chord is an absolute 
prerequisite for improvising facility. 


Inversions take the scale of the root position chord from bass note to 
bass note of the inversion. See below. 


Vilm Vim? Viim§ Vilmy 


Lydian Aeolian Ionian 
as of A of A of A 


Fig. 8 is a bass line for “Blue Moon,” in the key of E. Transfer the 
melody to manuscript paper noting key changes, using three staves as in 
previous lessons. Play or write out a line using eighth-note scale fragments 
of the chords. 


Fig. 8. 
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(E) 1 VE / U0 We / Wl VE/ Vt? / it) os vy 
(E) I pix / I+* VE / UW pik / I+* VE / (G) I pix / 
(G) 1 VE / (E) Vilm Ul VI Ux / I pix / I Vi / I pls / 
(E) I Vi / W Me / UL VE / Wo v8# y Ite p Ite 


oe MOON —by Lorenz Hart and Richard Rodgers 


1934, renewed 1962 Metro-Goldwyn-Mayer Inc. All rights administered and con- 


trolied by Robbins Music, a catalogue of CBS Songs, a Division of CBS, Inc. Al] 
102 rights reserved. 


Used by permission. 


Fig. 9 illustrates a drill on Fig. 8 using the various fragments. 
FRAGMENT CHART 
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LESSON 50. 


Le | 


ee Se 


DRILL: Explore the various scale fragments on the bass line in Fig. 8. 
Keep a steady quarter-note foot beat. 
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LESSON 5] 


Sixteenth-note Scale Fragments 


“Dancing on the Ceiling,” in the key of F. 


uscript paper using three staves. 


Fig. 1 is a bass line for 
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DRILL: Write or play a sixteenth-note scale line on the chords in 
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keeping a steady quarter-note foot beat. 
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Rhythmic Composite (up-tempo) 
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SECTION VII 


LESSON 55. 


Tones 


ic 


The Chromat 


In the previous chapters we have studied the following elements of 


the twelve tones in the octave: 


tones of the octave 


1. Arpeggio — four 


2. Scale — seven tones of the octave except diminished 


g five tones of the M, x, m and 


Now we must consider the remainin 
¢ scales and the remaining four tones of the diminished scale. 


Fig. 1 illustrates the five qualities on C with the accompanying scales. 
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The following table indicates the omitted tones in each scale: 
CM: Dp - Ep - Gp - Ap - BE 
Cx: Db - Eh - Gh - Ab-B 
Cm: Dp -E- Gb - Ab-B 
Cg: D-E-G-A-B 
Co: Dp - E - G - Bh 
It is a good rule in jazz improvisation to avoid more than four con- 
secutive chromatic tones. The chromatic scale involves all twelve tones 
and therefore cannot infer any specific chord. 
One of the most effective ways of utilizing the chromatic tones is as 
follows. 
1. Treat the root, third, fifth, seventh and ninth as principal tones. 
2. In approaching a chord, choose one of the principal tones as a “target” 
note, 
3. Pass through the chromatic tones a minor second each side of the 
“target” note, then into the “target” note. 


CHORD PRINCIPAL CHROMATIC 

TONES TONES 

Il D Cit— Eb 

F E —Gh 

A Gt — Bh 

Cc B —Dh 
E Dt—F 

V G Fit— Ab 
B At—C 

D Ct—Ep 

F E —Gb 

A Ct—Bh 

I C B —Dp 
E Dt—F 

G Ft — Ab 
B At—C 

D Ct—E} 


The chromatic tones may move in either direction before resolving to the 
principal tone although modem idioms prefer the descending form: 
Eh—C# into D Db—B into C 
Gh—E into F F —D¢ into E 
Bh — Git into A 


Fig. 2 is a bass line for “I Cover the Waterfront,” in the key of G. 
Transfer the melody to manuscript paper using three staves and noting 
key changes. 
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Fig. 2. 

(G) VI Uxt* / Wf pix / 1 / WI plo / I VI? 7 0 ple / 
(G) 1 Vilx / pVUx Vix / VI Tix? / 1 pix / 1 / HL plilo / 
(G) W vit / Wt pix sI+* at yy t* VE I Ivo / pillx / 
(G) Wo pix ¢ 1 1+* / (A) Ut IWo / I VE / UL pix / 
(G) I 1, VIE pVix / VE ix®* / 1 pls / 1 1 / UE pio / 
(G) I Vit / W plik s Ite sit) y 

J COVER THE Sie Re, Edward emer Music by Johnny Green 


€ 1933 (renewed) Wamer Bros. Inc. rights resery 
Used by permission. 


Fig. 3 illustrates the use of chromatic tones in a scale-arpeggio drill 
with no particular rhythmic pattern. Using this figure as a model, write or 
play an improvised line on the chords of Fig. 2 using chromatic elements. 
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LESSON 56, 


The Sensitive Tones 


We have now studied sufficient jazz material to understand the basic 
tonal principles of the art form. 

Jazz employs a sixty chord harmonic system over which is played a 
twelve-tone melodic line. Fig. 1 illustrates the vertical movement of jazz 
harmony referred to in Lesson 1, Fig, 2. 


F ig, 1, f\ & + 


We have given careful study to the root, third, fifth and seventh; we 
will now consider the ninth, eleventh and thirteenth in relation to the five 
basic qualities (major, dominant, minor, half-diminished and diminished). 


Cyorp QuaLiry SENsIriIvE Tones 

Major 9 - fl 

Dominant 9 - 9 . #9 
Il (#8) - #11 
18 - 13 

Minor 9 - ll 

Half-diminished 9. ll 

Diminished 9 - Il 

See Fig. 2, 


Fig. 2. 


cm? cm#11 x9 0xP9 xh xlM(H3)¢, $11 


cxl3 cx5l3 om cml co? 642 co® Coll 


As part of a well conceived line, these tones can bring a tonal in- 
terest lacking in the root, third, fifth and seventh. By themselves, these 
tones are of little value; they are to be considered occasional tension points 
of a twelve-tone line. 


Fig. 8 is a bass line for “Night and Day,” in the key of Ep. Fig. 4 is a 
drill illustrating the use of the sensitive tones. 


Transfer the melody to manuscript paper using three staves and noting 
key changes. 


Fig. 3. “Night and Day.” 


(Eb) I // bVIM / V/ LE /1t*/ VIM/ V/1/ VL/ 5Y8/ 
(Eh) IVm / WL / blo / I / plik /1/1/$VIM/ V/1/ 
(Eh) I+* / pVIM / V/1/ VL/ $V / Im / I / plllo / 0 / 
(Eh) plik /1/1+*/ (Ch) LU / DEL (Eh) 1 / MI 
(Gh) 1 / WLI / (Eh) LO / WT VE / BV6 / vm / WL / 
(Ep) pllo / W / pliM / It+* / It* ¥ 

NIGHT AND DAY—Words and Music by Cole Porter 


© 1932 (renewed) Wamer Bros. Inc. All rights reserved. 
Used by permission. 


Play an improvised line on these chords employing the sensitive tones 
using the following Fig. 4 as a model. 
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Fig. 1. 


on Fig. 3 applying syncopa- 


ansfer melody to manuscript 
tion using Fig. 4, which illustrates this process, as a model. 


Fig. 8 is a bass line for “Easy To Love,” in Ab. The sheet music ap- 


Foot beat 


Vi*/ 1 / flo / Ip / Ve / WI / plo / WE VE / Tlg pill / 


Il VE / Wg pik / UW / pik / 1 / W/W / pk / 


pears in G and must be transposed to Ab. Tr 
paper using three staves. Write or play a line 


Fig. 3. 
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Practice the sixty scales in syncopated eighth notes (Fig. 6). 


Fig. 6. 


The study of both Figs. 5 and 6 should be accompanied by an un- 
interrupted quarter-note foot beat, 


LESSON 58, 
Accent 


In addition to syncopation, the device of accent is valuable in creating 
rhythmic interest in a jazz line, 

Fig. 1 illustrates the scale of C in eighth notes played with a quarter- 
note foot beat. Here, the accented tones fall on I, 3, 5 and 7 which are 
also the accent points of the foot beat. 


Fig. 1. 


In Fig. 2, the accented tones fall on 2, 4, 6 and 8 which are struck while 
the foot is in the air. The student will find Fig. 1 easy to play. Fig. 2 will 
be troublesome in the beginning since the hand and the foot are in opposi- 
tion to each other. 


Fig. 2. 
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The use of accent in an eighth-note series, as in Fig. 2, is of the utmost 
importance in creating rhythmic interest in a jazz line and should be care- 
fully studied by the pupil. 


Fig. 3 is a bass line for “Makin’ Whoopee,” in the key of A.* Fig. 4 
illustrates a drill on F ig. 3 employing the use of accent. Wedges over the 
tones indicate the accent points of the line. 


Transfer the melody to manuscript paper using three staves. Write or 
play a line on Fig. 3 using Fig. 4 as a model. 


Fig. 3. pick-up 
pix // I jlo / IV / Vm ik / Wm pVix / It VI / pl pVix / 
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MAKIN’ WHOOPEE—Lyrics by Gus Kahn, Music by Walter Donal 
U.S. © 1940 (renewed) Warmer Bros. Music Co All righ oe 


U.K. © 1928 B V, R d Co Inc. S : - - 
Publishing Co Te occo, an nn inc. Sub-published by Keith Prowse Music: 


by permission. 
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“The sheet music appears in G, so melody must be transposed to A. 
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The following is a left hand stride solution to “Sweet Loraine” 
with a new chord appearing on every beat of the tune. This is a para- 
phrase of a stride treatment of this tune by Art Tatum (originally re- 
corded 2/22/40 on Decca Label 8715). 

The following table explains the code used in this treatment: 

10—Root, 7th, 10th (5-2-1 fingering) 

7—Root, 3rd, 7th (4-2-1 fingering) 

3rd Inversion $—7th, 3rd, 5th, Root (5-3-2-1 fingering) 

2nd Inversion 4—5th, Root 3rd, 7th (5-3-2-1 fingering) 

This treatment employs all three spans (see Volume 3, page 18), and 
quick “rolling” may be essential for smaller hands. 

Each tenth is individually pedaled. 

On a first reading, the student will notice several tension points in 
relation to the melody and harmony, but as the forward motion begins to 
take place, these tension points will disappear. 


pick-up 

10 10 19 10 10 i0 4 10 10 0 867 10 67 
bIIx / I bVIIx VIx #lo / If I? VIL bVIIx / VI Ux Vm Ix / 
1G 7 10 7 ig) 7 10 7 10 i0 1) ) 
Im [Vx VIE Wx / II Vix bIlI@ bVIx / IL DI IV IVo / 
10 7 ii 10 10 7 7 10 10 10 10 id 
JIT bVIIx Vix bIIx / Hl bVIx V bilx / I bVEx Vix Hlo / 
ld 4 10 10 10 7 0 7 10 7 i) 7 

Tt 7? VIE bVIIx / VI Tix Vm Ix / Im IVx VII Illx / 
id 7 10 7 10 10 1) 7 NW) 4 

Hii Vix bIli®@ bVIx / WW IV V ¢ I FE VI bVI / 


Vm bik Ix bV / 


bridge 
16 7 7 WoT 7 10 7 0 7 
IV bVIIM Ul Vix / Il V Im Ivx / IV bVIIM IIL Vix 
Ww 7 MW 7 10 7 0 7 10 7 0 7 
IV Im IVx / Ivm bVIIx Ill Vix / buI pVix II V 
10 0 10 7 10 7 © 7 1 (40 10 10 
Vm bVUx WL Vix / bl bVIix IV / T b6Vix V Ix Flo 
0 4 10 10 0 7 Ww 7 WF Ww 7 
HE IP VY bVix / VI Ux Vm Ix / Im IVx VIE ILIx 
07 10 7 0 WwW mM 7 Ww 4 10 
I Vix blilg@ bVIx / I] Ik IV V / I In 6Vd Vm 
0 10 40 
Til Ws i: # 
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SECTION VIII 


LESSON 60, 
The Blues (harmonic) 


To a jazz musician, the blues means a fairly fixed set of chords or 
“changes.” These chords have evolved from the archaic folk music of 


volve the I, IV and Y chords in a 12-bar form, 
From this prehistory of the archaic blues has slowly evolved a con- 


ventional set of chords which most Musicians accept as representative, 
These chords are as follows: 


Fig. 1. 
Ix /IVx / Ix / Vm Ix /IVx /1Vx /L O/T bx /I V/s yy VU 


ee 2 
“IS bIo / I V 4 °F6 1 IV £1Vo / VI, bx Ixi # 


+ Jay 


(2) represents the final close ending the blues and is traditionally called 
a seven-beater (seven beats to the end — the last beat is not played). 
Otherwise the first ending (1) is taken and the twelve bars are repeated 
over and over. In the second ending the rhythmic pattern of the final bars 
is as follows: @ d Jo J/JS SI Jd, 

A more modem form of the blues was evolved by Charlie Parker in 
the forties and, while respecting the main “pivot” chords, this new form 
contains many harmonic sequences not found in the traditional form: 


Fig. 2. 


PIV / Vil Ux ** / VE Ux** / Vn Ix? / Im Ig / Vm bVIx / 
We / Vixe* / I y /U Vy Myte bDIUM / bVIM V.7 
@) T+e plx / Ixos Wh 


There is no “melody” for the blues. Many tunes using the term or 
title of blues are not “blues” in the sense referred to in this chapter; these 
tunes evoke a mood sometimes referred to as “blue” — this is a poetic 
teference, not a musicological one. 

Transfer Figs. 1 and 2 to Manuscript paper and write or play an im- 
provisation on the chord changes. Explore Figs. 1 and 2 in twelve keys. 


LESSON 61, 
The Blues (melodic) 


The melodic aspect of the blues is of much greater significance than 
the isolated chord charts studied in Lesson 60, A strong feeling of the 
blues has characterized all great melodic improvisation. In this sense 
the blues represent, along with ragtime, the basic substrata of all jazz. 

The basic idea of melodic blues lies in the “twang” of the sliding 
and crushed tones present in all archaic guitar. These inflected tones have 
been simulated on all jazz instruments including the piano. Of all the 
instruments, the piano is in many ways the least effective in creating a 
blues feeling since once a tone is struck it cannot be changed or even 
sustained for any length of time. 


Fig. 1, 


This principle can be extended to two or more tones played si- 
multaneously. 


Fig. 2. 


In any interval, one tone (usually the lower) can be crushed while 
the second is held (Fig. 3). 


Fig. 3. 
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SECTION IX 


LESSON 62. 
Patterns—Circle of Fifths 


It is apparent to the student from even a casual examination of the 
bass lines in the previous lessons that each tune uses pattems which are 
common to all other tunes. These patterns occur in several designs: 


1. Circle of Fifths. 
2. Diatonic. 
3. Chromatic. 


Fig. 1 illustrates the twelve keys in the natural order of their signa- 
tures (C -no*; no’; G-14; D- 2!; ete.). 


Fig. 1. Jazz circle. 


Bb D 
Ep Circle of Fifths A 


Ab E 


/ 


FY B 
Pe, Ch 


The circle can move clockwise through the sharps into the flats or 
counterclockwise through the flats into the sharps. 
The jazz circle moves counterclockwise. 


182 


If we place a number over each letter relating to the key of C, we 
derive the following: 


Fig. 2. Jazz circle. 


In practical terms, this means: 
V normally moves to I; 
IT normally moves to V; 
VI normally moves to II; 
IIT normally moves to VI; ete. 


The following patterns employ the circle of fifths: 
H-V-I 
III-VI-%-V-I 
Ill¢ - VIx - Tg -V-I 
Vilm - Hx - VI- lIx-V-I 
I-IV-Vilm - T-VI-I-V-I 
bV¢ - VIlx-IlI¢-Vix-lg-V-I 


These patterns should be practiced in twelve keys with both hands, 


153 


Fig. 3 is a bass line for “Pick Yourself Up,” in the key of F. Note 
the key changes. This is an example of a tune employing the circle of 
fifths in a key series. Using the transposition method described in Lesson 
32, transpose Fig. 3 into twelve keys. The key series in Fig. 3 is as fol- 
lows: I - Il - #If - I. Improvise on Fig, 3. 


Fig. 3. 


(F) UV / 11 / Vi Wk / VI Uk / V IV / WW pik / 
(F) U px / I+* / (G) DV / 1 IV/ VU Uk / VI Ox / 
(G) V IV / I pik / Il pix s I+* / (Ab) 1 / WD VI / 
(Ab) Vix V / I / (F) Wl, $Ve? / Wl? VI / VI / 
(F) Wl plik UV / liv / Vil Wk / VI Ux / VV / 
(F) I pik / pik / it? 


PICK YOURSELF UP—by Jerome Kern and Dorothy Fields 
© 1936 T.B. Harms Co. © renewed % The Welk Music Group. 
International copyright secured. All rights reserved. 
Used by permission. 


LESSON 63. 


Patterns—Diatonic 


The term diatonic refers to the normal major scale. Diatonic patterns 
move through the steps of the scale both ascending and descending. 

Diatonic patterns usually appear in short fragments and are often 
combined with chromatic or circle patterns (see Fig. 1). 


Fig. 1. 
I1-1- III -pM-1 
I-VII- VI-}VI-Vm 
TI - TI1-IV -#1Vx-V 
IV - III - I - hlix- I 
IV-V-VI-b>VIx-V 
VI-V-IV-IlI--V-I 


Practice these patterns in twelve keys using both hands. 
Fig. 2 is a bass line for “Tea for Two,” in the key of Ab. As in the pre- 
vious lesson, transpose Fig, 2 into twelve keys; the key series is I - III - I. 


Fig. 2. 


(Ab) WL / IV Ve o/s 1 / I plo / WOM / IV Vey 
(Ap) LIL / WIV / (C) WO / IV v5! 1 / HE blo / 
(C) I WL / IV Ve" / 1 Mo / (Ah) V IV ON pk / 1 / 
(Ab) IV VO*/ 1 1 / I plo / WW / I Ve! / Ie / 
(Ap) plllx / I Wig / pVIlx Vix / lo W / WE Ivm+s / 
(Ap) VI plllo / I plik , It* sit) y 

TEA FOR TWO—Lyries by Irving Caesar, Music by Vincent Youmans 


© 1924 (renewed) Wamer Bros. Inc. All rights reserved. 
Used by permission. 


LESSON 64. 
Patterns—Chromatic 


Chromatic patterns also appear in short fragments. Common chro- 
matic patterns are: 
IT - plix - I 
II] - pix - I - px -1 
I- t]o - Il - #10 - Ill 
HI - pio - 1 -pmiM -I 
bV¢-IVo- III - hIflo-I- bYIx-1 
Practice these patterns in twelve keys using both hands. 


Fig. 1 is a bass line for “Jeepers Creepers,” in the key of Bh. Trans- 
fer the melody to manuscript paper noting key changes. Transpose to 
twelve keys using the following key series chart: 1- IV -V-L Improvise 
on Fig. 1. 


Fig. 1. 

(Bh) Vs IVo / Il plo / WI pllx / I+* VI / pVé IVo / 
(Bh) IL plo / I plix / I+* VI / bV¢ IVo / UM plllo / 
(Bh) I pllx / I+* VI / Vs IVo-/ IM plo / I pix / 
(Bb) I+* gIVo / (Eh) I IVo / UT plik / IE pix / I VI / 
(F) Hf Ivo / UL plik / I plix / (Bh) V#* V / BV6 Ivo / 
(Bb) UI plllo / Ir plik / I+* VI / pV IVo / Ig plllx / 
(Bp) IX IVo / VI* plllx / I bk s Ite 

j Hees PUeE Pens by Johnny Mercer and Harold Warren 


Witmark & Sons (renewed) Wamer Bros. Inc. All rights reserved. 
Used by permission. ; 
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SECTION X 


LESSON 65. 


Minor Scale-tone Chords 


Jazz is almost exclusively a major scale music. There are probably 
only five or six “authentic” (begin and end in minor) minor tunes in all 
jazz repertoire. However, the minor scale-tone chords are used a great 
deal in small fragments and are, for this reason, very important. 

The jazz musician approaches the minor tonality in the same practi- 
cal manner he approaches all musical problems. 


The following minor scales are the frame for most “classical” music: 
1. Harmonic minor — combination: 0 2122131 (Fig. 1). 
2, Natural minor —- combination: 0 21221 2 2 (Fig. 2). 
3. Melodic minor —- ascending combination: 0 2122221 (Fig. 
8); descending combination: 02212212 
(Fig. 3). 


Of course, the most effective “vertical” sounds are derived from the 
harmonic minor. However, the use of the 6 in the bass line destroys 
familiar patterns such as_ I - VI-I- V. 


To avoid this, minor jazz harmony has evolved as follows: 
Bass line — ascending melodic; 
Inner voices — harmonic minor. 
Combining these two elements, we derive the following minor scale- 
tone chords in C minor (see Fig. 4). 


F ig. 4, yj I—F a. mai 
Bae, Te LH 
: ee. Ae eR A |] 
I Pi 444 Iv Vv VI Vil I | 
a rl 
oe eT 
Inner-voice scale | 
4 

———— Sg et 
mA a pe u 

=p 

Bass-line scale 
The minor scale-tone quality values are as follows: 

PosiT1ion Crop SyMsBoL 
I minor large mL, 
It half-diminished $ 
Il major augmented M* 
IV minor m 
V dominant x 
VI half-diminished ¢ 
VI diminished o 

Fig. 5 illustrates the minor scale-tone chords in G minor. 
Fig. 5. 


Bass-line scaie 
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in the remaining keys. 


Fig. 6 illustrates the minor scale-tone chords in D minor. 
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C# minor scale-tone chords. 


The minor scale-tone chords can be inverted in the same manner as 
the major chords. Fig. 8 illustrates the inversions of the scale-tone chords 
in D minor. 


NOTE: The diminished chord is always in root position. 


Fig. 9 is a bass line for “Yesterdays,” in D minor. Transfer the melody 
to manuscript paper noting key change to Bh major and the return to D 
minor. Since “Yesterdays” is written in half-time, the time values of each 
melodic tone must be doubled in order to create the necessary rhythmic 
framework for a jazz improvisation. Thus: 


a: becomes d. d becomes 9 
d becomes d d becomes a 


Fig. 9. 


(d) I+* VI / II plix /I+* VI / I pllx / I+* I, / Im, / 
(d) VI / Ux / (Bp) Vilx?* / lx / Vix / Ux / I bllx / 1 VI / 
(d) I / pix / I+* VI / OT ple / 1+* VE / UW Bux / 
(d) I+° 1, /Im, / VI / Ux / (Bh) Vilk*® / Wx / Vix / Ux / 
(Bh) If pix / I VI / (d) Il / pik / It*/It+* / 
YESTERDAYS—by Otto Harhach and Jerome Kem 

© 1933 T.B. Harms Co. © renewed % The Welk Music Group. 

International copyright secured. All rights reserved. 


by permission. 


DRILL: Practice the minor scale-tone chords in twelve keys using both 
hands. 


LESSON 66, 
Minor Scale-tone Arpeggios 


The minor scale-tone chords involve two new qualities: I which is 
mL and I which is M+. The minor large chord has appeared before as 
a suspended minor. The major augmented has appeared as a suspended 


major. 


Arpeggios for these chords follow the tones as they appear in the 
chords. 


Fig. 1 is a bass line for “My Funny Valentine,” in C minor. This is 
not an authentic minor tune since its final resolution occurs in major. 
This is characteristic of many tunes in the jazz repertoire. Transfer the 
melody to manuscript paper and play the appropriate arpeggios of the 
chord changes. Note the key change. 


Fig. 1. 

(c) It* /1,/ Im. / VE /WV* Vm / WV W2/ 0 / bie / 
(c) I+* / 1, / Im. / VI / (Ep) IV / Tl px / 0 / pix / 
(Eh) 1 / UW / WW / IV Ive / UM pV / VI Vix Vm BV / 
(Eh) IVIL/ (c) Wplk /It*/1,/Im./VI/ W's tiv, 
(c) Im Vix / (Eh) Vm pV / IV IL / UW plik s Ite site 


MY FUNNY VALENTINE—bv Richard Rodgers and Lorenz Hart 
© 1937 by Chappell & Co., Inc. © renewed. 
Intemational copyright secured. All rights reserved. 
Used by permission. 
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LEsson 67. 


Minor Scale-tone Scales 


The minor scale-tone scales follow the rules described for the major 
chords. Scales for the mL and M+ chords appear in Lesson 48. 


The following is a bass line for “Just One of Those Things,” in the 
key of D minor. This also is not an authentic minor tune. Many “minor” 
tunes such as this and “My Funny Valentine” start on the VI of the final 
major key which is often referred to as the relative minor. It is more 
practical to think of it as VL 


Transfer the melody to manuscript paper noting key changes. Abandon 
the melody and play appropriate scales with the chord changes. Impro- 
vise on the bass lines in Lessons 65, 66 and 67. 


(a) bx // 1+* / VE/ IL / V/ (F) Vm / Ix / V6 / Wo / 
(F) Il / plilx / I / pix / I+*/ #lo / U , / (d) WT pix / 
(ad) I+*/VE/ W/V / (F) Vm / Ix / bY$ / IVo / UL / pillx / 
(F) I / pix / 1+" / tho / (Eh) W/V /1/ Ho / M/S V/ 
(Ep) I+* / Im Ivx / (C) Ul / pl / I+* / VE/ pVé / Io / 
(C) Il / plllo / (d) IV IV, /W pik /It*/ Vis/u/v/ 
(F) Vm / Ix / IV / pVUx / WI / plik / W/ pile /I+* / 1t8/ 
(F) Its ; te y 

JUST ONE OF THOSE THINGS-—Words and music by Cole Porter 

© 1935 


(renewed) Wamer Bros. Inc. All rights reserved. 
Used by permission. 


SECTION XI 


LESSON 68, 


Open Position—Axis of the Seventh 


The problems of style are beyond the scope of this book. However, 
some primary studies in tonal organization are necessary as a preparation 
for future work in keyboard conception. These primary studies are de- 
rived from the major scale-tone chords and involve a simple rearrange- 
ment of the tones. 

Fig. 1 illustrates the normal scale-tone chords in the key of C in what 
is called closed position. 


Fig. 2 illustrates the same chords in open position: root and fifth in 
the left hand, third and seventh in the right hand. This position of the 
tones is called the axis of the seventh (seventh is top voice). 


Fig. 2. 


163 


Fig. 8 illustrates the scale-tone chords of G in open position — axis 
of the seventh. 


Fig. 3. 


Fig. 4 illustrates the scale-tone chords of F in open position — axis 
of the seventh. 


Fig. 4. 


ee re 


Fig. 5 illustrates the five qualities on C, open position — axis of the 
seventh. 


Fig. 6 illustrates the five qualities on G, open position — axis of the 
seventh. 


Inversions, being rearranged scale-tone chords, have no third, fifth 
and seventh as such. However, they are treated in the same manner as 
normal or altered scale-tone chords. The first and third notes of the in- 
version are played with the left hand and the second and fourth notes of 
the inversion are played with the right hand. The student should remem- 
ber that diminished chords cannot be inverted. Fig. 7 illustrates the in- 
versions on the five qualities, derived from the axis of the seventh, in the 
key of Ep. 


Ebm Ebn§ Ebng Ebm, Ebs EbA Ebé$ ebé, Ebo Gbo Ao 


DRILL: Play the scale-tone seventh chords, open position, axis of the 
seventh in twelve keys, All five qualities on twelve tones with 
their inversions. 


Fig. 8 is a bass line for “When Your Lover Has Gone,” in the key af 
G. Transfer the melody to manuscript paper. In ad lib style, play the 
chords in open position integrating the melody in octaves. (See Fig. 9. 
Copyright laws prohibit exact reproduction of the melody.) 
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Fig. 8. 


1/1 / Ix / Ix / Web® / Tixh* / Vix / bVIx / 1/1 VE / 
Ix / #llo / I / IV¢ / I plllx / Il phllk / 1 / 1 / Vx / Ix / 


lix’* / Iixb* / pVilx / pVx / 1 / 1 Wm / UL / pix / 


Il / puM s, ls itt 


IvV¢ 


rp. Sub-published by Francis Day and Hunter Ltd. 


E—Words and Music by E.A. Swan 


Inc. All rights reserved. 


O.K. © 193) Remick Music Co 
Used by permission. 


WHEN YOUR LOVER HAS GON 
U.S. © 1964 Wamer Bros. 


Fig. 9. 


IVm 


Fig. 10 is a bass line for “When Your Lover Has Gone.” Play Fig. 10 


integrating melody as in Fig. 9. 


Fig. 10. 


LESSON 69. 


Third 


of the 


Open Position—Axis 


b in open position, axis 


fifth are played with the 
d with the right hand. 


Fig. 1 illustrates the scale-tone chords in B 


of the third (third is top voice). The root and 
left hand. The seventh and the third are playe 


IVx 


IVx 


“a « 
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pick-up 


(Eb) plo // I / pis / I / Ho / If pike) 1 / VE 
(Eb) I / Wo / UE / pllio / I / plix*/ 1 / #10 / 1 / plixt* 
(Eb) I / glo / Ig / plik? 1 7 1+* 7 (C) WL / puixee / 
(C) 1 / VI // (Eb) Ws pix /1/ VE / Wl / WVo/ I / pUtix / 
(Eb) W/ Vo / HI pix / IV / EV / IVo / Wl / plllo / 
(Eb) WU / plixt* / I VI / Vm bv / IV / Wo / I VI / 
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Fig. 4 illustrates the inversions of the five 
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Open Position—Mixed Axis 


positions, it is possible to achieve a 
ssible when only a single axis is used. 


Fig. 1 illustrates the circle of fifths described in Lesson 69. 
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Fig. 5. 


(F) VI Ux / Vik / V/V / Ik / Vx / Vix Ue ple / 
(F) T Iv Vilm Wik / Vi Ux ¢ VEU / WV / EV / x / 1x / 
(F) pVIx Ux pix / 1 / (G) 8 tt yy pik SE / ML / 
(F) Ut#" 8" / Wt pix / LIV / VI Wx / VI Ux / VI Ux / 
(F) UV / UV / ik / Ix / pVix Uk bk s Ly 


2 rr kk 


If we play the circle a second time with a descending chromatic scale 
beginning on the minor seventh, we derive the following (Fig. 3): 


2A ein a ep 9 bein 


ME i 
“aches od gl Be a ig ig 


Fae al og oO iN gd pi ichigo nha 


pee ceerer 


hee ED, MUM Say Se hail le nal RT cede abe A ae 


ee re 


The major third and the minor seventh have been chosen because the 
dominant circle formed by these intervals is the primary circle in jazz har- 


mony. 
Fig. 4 above illustrates a basic principle of all tonal harmony which | Op 3 
is evident in any Bach Invention: In : circle of fifths, the third becomes the Eo ee 
seventh and the seventh becomes the third. 
Fig. 5 is a bass line for “Lover Man,” in the key of F. Transfer the 3 7 3 5 7 1 7 
melody to manuscript paper noting key changes. As in Lessons 68 and SS a es es es 
69, play the chords in ad lib style in open position integrating the melody a a eS See eae eee Se 
in octaves. LOVER MAN (Oh Where Can You Be?)—by Jimmy Davis, Roger “Ram” Ramirez, and 
Numbers over the Roman numerals indicate axis to be play ed on each Jimmey Iga 1042 by MCA Music, A Division of MCA Inc., New York, N.Y. © renewed. 
172 chord to insure smooth voice-leading. bred te peeved. 
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Fig. 5 illustrates the G melody note with the Fx, Fm, Fé and Fo 
in the right hand, 


For example, in Fig. 2, the melod 
C. The root (C) and fifth (G 
chords. Here the axis (top voice) 


Fig. 3 illustrates the D melod 
In Fig. 4, the melody note is 
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LESSON 72, 


Basic Professional Piano (improvised) 


Jazz piano until 1940 was dominated by the concept of swing bass 
which was evolved from the early ragtime period. The four masters of 
swing bass piano were Earl Hines, Fats Waller, Teddy Wilson and Art 
Tatum. 


One of Tatum’s most spectacular devices in the left hand was a circle 
of fifths pattern of alternating full tenths and sevenths (see Fig. 1), 


This was not a swing-bass design as such although it did give the 
feeling of the quarter-note pulse basic to swing-bass piano. 

The student will notice that Fig. 1 is almost identical with Fig. 4, 
Lesson 70, except that the bass design has been inverted. The student 
will also notice that he probably is unable to play many of the tenths 
(Dp involves the widest stretch), 

After 1940 the problem facing the jazz pianist was to evolve a left 
hand style that would no longer contain the rigid symmetry of swing bass, 
but at the same time would fulfill basic harmonic requirements. In other 
words, the rhythmic responsibility of jazz piano was taken from the left 
hand and placed in the right. 

Although many pianists were involved in this revolutionary step, the 
master figure is Earl “Bud” Powell. Powell’s solution to this problem was 
magnificently simple (Fig. 2). This is Fig. 2 of Lesson 70 reduced to 
one hand. 


These thirds (fingering 2-1) and sevenths (fingering 5-1) are usually 
referred to as “shells”—the term refers to the more common seventh 
shell employment of the outer elements of the chord. 


ee reternens, 


These left hand shells are indicated by a point system as follows: 


If we compare the first two steps of the series in Figs. 1 and 2, we i : : 
(Key of F) Wt - vix - 11 - § - } which reads: 


find the following (Fig. 3): 


Seen 


2 j Ill — point of seven 
Fig. 3. =e { VIx ia Se of three 
| ; II — point of seven 
: V — point of three 
‘ I — point of seven 
; (See Fig. 5.) 
In the top stave of Fig. 3, both chords are dominant since both con- : Fig. 5. 
tain a major third and a minor seventh (whether the omitted fifth were 
perfect, diminished or augmented, the chord would remain dominant). i 


In the bottom stave of F ig. 3, the shell C-E. could represent the follow- 
ing chord fragments: 


SHELL QUALITY FRAGMENT 
C-E CM (C-E-G-B) 
C-E Cx(C E G Bb) 


Again, in the bottom stave of F ig. 3, the interval F-Eb could repre- 
sent the following chord fragments: 


SHELL QUALITY FRAGMENT : 
F-Eb Fx (F-A-C- Eb) ; Inversions are indicated by playing the outside voices of the partic- 
F-Eb Fm (F - Ab - C - Eb) i ular inversion and are always played at the point of six {in all inversions 
F-Eb Fo (F - Ab - Cb - Eb) ; the distance between the top voice is either a major or minor sixth — so 
; too with +6) (Fig. 6). 
This means that the series in Fig. 2 only “implies” certain Fig. 6 


qualities—the missing tones (3rd, 5th or 7th) must appear in the right 
hand improvisation (F ig. 4). 
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“Gone with the Wind” 
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, use sevenths only. 


1. In diatonic progressions (Fig. 9) 


Soe tir ieee ree me ae ae 


2. In chromatic progressions ( Fig. 10), use sevenths only, 
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circle of fifths 
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Fig. 12 illustrates a stylized bass line on Fig. 2 in Lesson 60. 
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In general, the fifth finger of the left hand should appear in the second 
octave below middle C, which means that the hand is shifted down one 
Octave from the scale-tone chord position (see Fig. 13). 
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SECTION XII 


LESSON 73. 


Standard Procedure 


The following rules can be helpful in tracing the necessary steps toward 
& professional jazz performance. 

1. Explore melody and chords in several keys. 

( The following steps refer to written key.) 

2. Explore arpeggios for each chord. 

3. Explore scales for each chord. 

4. Memorize melody and chords. 

5. Memorize chords alone — no melody. 


In the beginning the student may not be able to accomplish steps 4 


and 5; if so, they should be skipped. However, at some later time, these 
steps should be learned in their natural order, 
The following rules should be accompanied by a quarter-note foot 
beat —- abandon the melody: 
6. Play chords in the left hand, eighth-note arpeggios in the right hand. 
7. Play chords in the left hand, eighth-note scales in the right hand. 
8. Play chords in the left hand, eighth-note triplet arpeggios in the 
right hand. 
9. Play chords in the left hand, eighth-note triplet scales in the right 
hand. 
10. Play chords in the left hand, sixteenth-note arpeggios in the right 
hand. 
il. Play chords in the left hand, sixteenth-note scales in the right hand. 
12. Play chords in the left hand, apply rhythm combinations to 
arpeggios. (Lesson 38) 
18. Play chords in the left hand, apply rhythm combinations to scales, 
(Lesson 52) 
14. Play chords in the left hand, apply rhythmic composite to arpeggios, 
{Lessons 39, 40) 
15, Play chords in the left hand, apply rhythmic composite to scales. 
(Lessons 53, 54) 
16. Play chords in the left hand, combine previous elements into an 
improvisation. 
17. Stylize left hand as in Lesson 72, 
18. Do not use the sostenuto or “loud” pedal when improvising. 
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LESSON 74, 


Ear Training 


The problem of developing the ear for what is called prehearing is of 
major importance in performing jazz. It goes without saying that the hear- 
ing demands in jazz are extremely high and no effort should be Spared in 
the development of the ear. The following outline indicates the hearing 
levels which occur simultaneously in the performance of a mature jazz 
mnusician: 

Improvisation 

Melody 

———— ___________.._....._ Lyric 

—— $$ _—_—__-—____._.._ Chord progression 
$<... Pulse or beat 


To hear these five levels simultaneously is a basic prerequisite for 
superior jazz playing. 


The following rules can be of great value in building a secure relation- 
ship between the ear, the eye and the hand. 
L. Play any scale, Sing any tone of the scale and check at the keyboard. 
2. Strike any tone on the keyboard and sing any of the remaining 
eleven tones. 
8. Play any tone and sing the third, fifth and seventh of the five 
qualities. 
4. Play and sing the scale-tone chords in twelve keys. 
5. Play any scale and sing the various altered chords on each tone. 
6. Play any scale and sing the various chromatic chords on each tone. 
7. Play any scale and sing the various altered chromatic chords on 
each tone. 
. Repeat the previous steps with inversions. 
. Play the bass notes (omit the 8rd, 5th and 7th) in a two-part form 
and sing the melody. 
10. Repeat step 9 and sing the bass line. 
11. Repeat step 9 and sing the qualities of the bass line. 
12. Use tenor saxophone (closest instrument to human voice) record- 
ings to sing the saxophone “line” simultaneously with the recording. 
13. Identify bass lines on recordings. Indicate bass lines in Roman 
numerals. 
14, Play the fifteen two-part Inventions of J. S. Bach — first singing 
the right hand voice, then the left hand voice. 


© oo 


a AR esi maa Sm oa th 


LESSON 75, 


Memorization 


7 To say se memorization is important to the playing of jazz is equiva- 

ent to saying that a’ knowledge of ha is importan 
ae sees ee ge of harmony and thythm is im t to 

Memorizing the elements that §° to make up an improvisation is 
concentrated in one factor — the procession of the chords in their rhythmic 
frame. 

This chord procession includes all the elements described in the 
previous chapter on Ear Training. Of course, the problems af memory 
and hearing are closely related, although memory can operate on three 
levels: (1) Mental; (2) Muscular; (3) Auditory. 

Method 1 (mental) is the least preferred and involves thinking of the 
Roman numerals comprising a bass line (I, VI, Il¢, V, etc.). 

Method 2 (muscular) involves automatic playing (memorized hand 
positions) which can be found in all professional playing, particularly in 
the classical field. In topflight jazz piano, automatic playing should be at a 


When applying the outline of procedure in Lesson 73, the student will find 
that mastering step 4 will not necessarily mean the same for step 5. The 
hands will not be able to function independently in the beginning, although 


LESSON 76. 


Sheet Music Conversion 


The problem in converting sheet music is one of simplification; sheet 
music is much too complicated to provide a simple harmonic structure for 
improvisation. However, sheet music is the only practical means of deter- 
mining the intention of a composer. Unfortunately the aspect of most 
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importance to the improviser — the bass line — is of comparatively minor 
importance to the composer. 

The following steps are suggested as a means of isolating the fabric of 
a tune from the melody and orchestration of the sheet music. 

1. Convert guitar symbols to Roman numerals. Guitar symbols appear 
in letters; these letters must be given a numerical position in the key. The 
following table on C indicates the values of the letters and their conversion. 
All letters will function in the same manner. 


C Major: C 


C Dominant: Cc’ 


C Dominant *: C" susp. 4 


C Dominant »: Crt 
ct 
C Minor: Cm’ 
Cm * 
C min.’ 


C Half-diminished: Cm~5 


Cm?s 
E bh m as 
C Diminished: C dim. 
Co 
RULE: On all m‘ symbols, build a half-diminished chord a minor third 


below. 


2. Convert notation in bass and treble clefs to Roman numerals. In 
many cases this step can be extremely difficult; however, if the student 
starts with the lowest note in the bass and searches out the third, fifth and 
seventh, the quality of the chord should emerge. If one or more of these 
tones cannot be found there is a fairly clear indication of the presence of 
an inversion. 


°E>m6 1s the first inversion of a Cg chord which should be played in root position. 


3. Compare the two results (letters and notation) for the best solution, 
This step involves the problem of removing many of the faults common 
to most sheet music: 

(a) Unprepared dominant chords; 

(b) incomplete pattems; 

(c) interrupted patterns; 

(d) key changes not indicated; 

(e) additional chords for melodic adjustment; 
(£) misspelled inversions. 

The solutions are as follows: 

1. When a dominant chord appears on the first beat of a bar and is 
held through four beats, prepare the dominant by playing a minor or half- 
diminished chord a perfect fifth above for the first two beats. 

2. If a chord series such as I / Il V / appears in sheet music, this is 
an incomplete pattern. It should be I VI / 11 V /. EWI VI / V / appears, 
this too is an incomplete pattern. It should read III VI /UVs/. 

3. Interrupted patterns: 


Sheet music: Pattern: 


HIMixk /uV st IT IIx / Ul fx / I 
JVI / Hellx / I HIVI/uV/I 
VI VIt* / Vil IIx / VI VI Ve / VHT IIx / VI 

4. Key changes: The presence of a major chord on other than I or IV 
is a clear indication of a new key. If, in converting to Roman numerals, the 
student finds, for example, VM, II Maj. *, VIM, an immediate adjustment 
should be made in the signature no matter how fragmentary. 

5. Many sheet music bars contain three or more chords: one or two for 
he basic harmony and the remaining chord or chords to cover isolated 
melody tones which clutter the frame for an improvisation. Omit this 
“cover” chord. 

6. Often, an inversion will appear in the notation but is spelled in the 
guitar symbol as a root position chord. In cases of this sort, the notation 
should be followed indicating the inversion position. 


In concluding this lesson, the following rules are well to keep in mind: 
The major chord can move anywhere. 
The dominant, minor and half-diminished chords usually move 
down a P5 or down a m2. 
The diminished chord moves up a m2 or moves down a m2, 
The conversion of 3/4 time to 4/4 time is discussed in Lesson 71. 
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LESSON 77, 


Touch—Technique 


The technical demands of modern jazz playing are in many ways com- 
parable to those required by serious music. On some jazz instruments 
(notably the trumpet), levels of virtuosity have often exceeded those ob- 
taining m the concert field. 

In jazz piano, Teddy Wilson and Art Tatum established the modern 
levels of virtuosity although their styles utilized a great deal of legato play- 
ing which has in recent years undergone vital changes. 

The major figure after Wilson and Tatum is Bud Powell who, despite 
his revolutionary contribution to modern jazz piano (abandonment of 
swing bass, etc.), retained much of the finger legato playing of the earlier 
period. George Shearing in general continued the legato sound with an 
emphasis on block chords skillfully pedalled to resemble the sound of a 
saxophone section. Shearing’s “single line” was classically conceived along 
the lines of a Mozart rondo. 

Along with the virtuoso Powell school, there appeared the beginnings 
of a primitive school of pianism led by Thelonius Monk. This style remained 
in a relatively undeveloped stage until 1951 and the appearance of Horace 
Silver, who founded the modern articulation approach to jazz piano. This 
was a revolutionary movement away from the finger legato and toward what 
might be described as a “wrist” legato. This means the use of a quick 
wrist stroke on practically every note which is cushioned and connected by 
the finger clinging to the key. On fast sixteenth- and thirty-second note 
passages, this wrist stroke is abandoned in favor of the finger, but the es- 
sential eighth-note strokes nearly all start at the wrist. This is an attempt 
of the pianist to simulate the hard, sharp attack of the various jazz horns. 

In the last seven years this style of articulation has become the ver- 
nacular sound of modern jazz piano. Oscar Peterson has furthered the artic- 
ulation style by enhancing it with a virtuoso technique reminiscent of Art 
Tatum’s. There is little of the classical legato in Peterson, who is un- 
doubtedly the outstanding jazz pianist today. 

Hampton Hawes has effected a fusion of the Powell architecture and 
Silver's touch. Hawes has brought the Charlie Parker “line” concept to the 
keyboard with a definite emphasis upon the articulated stroke. 

This wrist stroke is not a staccato or half-staccato. Classically trained 
pianists immediately apply a staccato technique to jazz playing with disas- 
trous results. In classical terms, the stroke is more related to a marcato 
attack, but never a staccato. 


General knowledge and playing experience with the literature of the 
keyboard are essential to jazz performing, although some composers are of 
more value than others. 

Bach, Mozart, Chopin, Brahms and Debussy are the major influences 
prevalent in jazz piano, although familiarity with all composers of all 
periods can nourish the student in his work. 

Jazz hornmen are an important influence on all jazz pianists, with 
emphasis on the tenor and alto saxophone. 

Hanon studies in twelve keys are valuable in building key facility 
and the diatonic feeling of jazz harmony. 

In conclusion, a jazz musician can be only as good as his degree of 
exposure to all music regardless of the instrument or the period and, of 
course, as his degree of mastery of his instrument. 


Recordings 


Unlike the literature of classical music, jazz literature does not and 
cannot by its very nature appear as written or notated music. Recordings 
are the only permanent document of jazz literature and the responsibility 
of becoming familiar with this literature rests heavily upon the student. 

It is important for the serious jazz student to study the basic discog- 
raphy of jazz from 1925 to the present day. This study should be ap- 
proached on two levels -- general, and specific instrument. 

Study in the first category should be sufficient to identify general stylis- 
tic features of each period with a knowledge of the major figures (regardless 
of instrument) of each period. 

Study in the second category should have reference to the specific 
instrument chosen by the student. Here, the research should be more 
intense, with serious study of each period, its stylistic patterns, the com- 
positions played, the techniques employed, ete. 

The following outline indicates some of the major figures on each of 
the important jazz instruments: 


Arranger: Bands: 

Fletcher Henderson Fletcher Henderson 

Duke Ellington Benny Goodman 

Don Redman Duke Ellington 

Sy Oliver Jimmie Luncetord 

Gerry Mulligan Count Basie 

Bill Holman Woody Herman 

Nelson Riddle Gerry Mulligan Tentet 
Stan Kenton 


Bass: 
Pops Foster 
Jimmy Blanton 
Oscar Pettiford 
Ray Brown 
Charles Mingus 


Clarinet: 
Johnny Dodds 
Pee Wee Russell 
Artie Shaw 
Benny Goodman 
Stan Hasselgard 


Piano: 


Jelly Roll Morton 
Earl “Fatha” Hines 
Fats Waller 

Teddy Wilson 

Art Tatum 

Earl “Bud” Powell 
George Shearing 
Horace Silver 
Oscar Peterson 
Hampton Hawes 
Wynton Kelly 
Herbie Hancock 
McCoy Tyner 


Trumpet: 
Buddy Bolden 
Louis Amnstrong 
Bix Beiderbecke 
Roy Eldridge 
Bunny Berigan 
Dizzy Gillespie 
Miles Davis 
Chet Baker 
Clifford Brown 


Trombone: 
Kid Ory 
Jack Teagarden 


The following is a brief chronology of the 


Barrelhouse 1900 
Morton 


Fusion 


Waller 
| 


Tatum 


1940 
[ 
Earl “Bud” Powel] 


Dissidents Rhythmic 
Thelonious Monk Horace Silver 
Lennie Tristano Hampton Hawes 
Erroll Gamer 
Dave Brubeck 
Cy Walter 


history of jazz piano. 


Ragtime 
Joplin 


Hines 


Wilson 


Harmonic 


George Shearing 
Wynton Kelly 
Oscar Peterson 
Herbie Hancock 
Bill Evans 
McCoy Tyner 


Drums: T. D 
Bill E Oommy Lorsey 
Baby Dodds evans J.J. Johnson 
Chick Webb Alto Saxophone: ; 
Gene Krupa Benny Carter Vocalists: 
Kenny Clarke Johnny Hodges Louis Armstrong 
Jo Jones Charlie Parker Bessie Smith 
Max Roach Lee Konitz Jack Teagarden 
Bing Crosby 
Guitar: 

Tenor Saxophone: Joe Tumer 
Eddie ang Bud Freeman Billie Holiday 
crore Cheie a Coleman Hawkins Eddie Jefferson 

inhard Lester Young Frank Sinatra 
range et ardt Stan Cete Ella Fitzgerald 
Tal Farlow John Coltrane Anita O'Day 
Joe Pass Four Freshmen 
Miscellaneous Instruments: Hi-Lo's 
Lambert-Hendricks-Ross 


Milt Jackson—vibraphone 

Jean (Toots) Thielemans—harmonica 
Serge Chaloff—baritone saxophone 
Jimmy Smith—organ 

Red Norvo—xylophone 


This list is by no means exhaustive. It is a general guide to the vast 
jazz literature. 

It is important to remember that many of the most important ad- 
vances have occurred on the trumpet and saxophone and were later 
transposed to other instruments; i.e., Armstrong to Hines, Parker to 
Powell. The point is that the “lines of influence” in serious music are 
fairly direct; in jazz, these lines crisscross in many ways from instrument 
to instrument and from period to period. Full knowledge of these transi- 
tions is essential to the development of a thorough background. 
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SECTION XIII 


For Further Study 


In this section, a number of additional figured bass lines are pro- 
vided to enable the student to expand his knowledge of the preceding 
lessons. Follow the previously suggested procedure of writing the tune 
out on two or three staves, depending on which lesson is being ex- 
panded. 

The song “Carolina Shout” is included here as a lesson in the style 
of Thomas “Fats” Waller. It is, in the opinion of the author, an ideal 
example of Waller’s stylistic contributions. 


Dolphin Dance 


The following is a bass line for “Dolphin Dance” in Eb. Note key 
changes. 
(Eb) I / Ix®8 / 7 / Vilx bVIx / VI VI, / IV / VI VI, // 


(G) IT bilx / 1 // (Eb) IVm IVm, I] / V #Vo / VI / VI, “/ 


omit 5 omit 5 
(G) IL / bYIx / 1 / x®3 / Ix? 23 / Ex?3 Ix / bVIEx®3 / bVIE® / 
(G) bVEIx®3 / VI Ux / bVIx / V / IL / Vix Vo / bVm / Vix / 
(G) VIx®3 / IV / Vix? / IV3 / 


DOLPHIN Dene Het Herbie Hancock 
Courtesy of Hancock Music Co. 
Used by permission. 
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Invitation 


The following is a bass line for “Invitation.” This tune presents a 
unique problem due to the absence of major chords (the normal cadence 
chord) with the exception of the final chord. Note key changes. 


(C) F877 1 / SV SIL /V Vm s/s Ix (Eb) 117%? / T1=7 / 
(Eb) IE/V/I/V/ Vm / Ix // (Db) IL/ VV (B) 17**7 / T1=7 / 
(B) W/V // (A) WAT / 27 STE VO (C) VI / VI, / Ivx'5 / 


(C)  IVx5 / TIIx®5 / bx / W827 / 1*7 / 1 /V /IL/V / Vm / Ix /f 


(Eb) TE / 1, / bVIIM*S / bVIIM*S / Id / V25 / Im, / Im, 4 


INVITATION—by Paul Francis Weber and Bronislau Kaper 
© 1952, 1956 Metro-Goldwyn-Mayer Inc. © renewed 1980. All rights controlled by 
Robbins Music, a catalogue of CBS Songs, a Division of CBS Inc. 
International copyright secured. All rights reserved. 
Used by pernission. 


West Coast Blues 


The following are a head chart and a blowing chart for “West Coast 
Blues” in Bb. Note 3/4 time signature. 


HEAD CHART 

Ix /A/ bVIIx /A/SIx /%/ bI / DIT bVIx / IVR (KS ASY/ 
Ix /ASR/AINIR/Wx/ AX / Ix / bx / VIM J bIIx // 
Ix /A#/ bVIIx /A/ IK /A/ IL / DIL bVIKY IVx (A/a / 


Ix SAS ASAIN SAL INK / KS Ix / IX / DVIM / bx / 


mo bo A Om 


BLOWING CHART 

4 x /A%/ bVIx / A / Ix /%/ DIL / bVIx / Vx / 4 / Wim / bVIx / 
¢ Ul / Vix / bIL / bVIx / 1 / W/V SV / Ix / DIX / 
SbVIM / bIIx / 


WEST COAST BLUES—by John L. (Wes) Montgomery 
© 1960 Taggie Music Co. a Division of Gopam Enterprises, Inc. 
Used by permission. 


The Summer Knows 


The following is a bass line for “The Summer Knows” in (f) minor. 
Note key changes. 


ick 

(f) BIE // 148 1, / my / VE IV / V7 / Vy / IL // 

(F) VV /1/ Id. /1/ Vm Ix®8/ TV // (A) Hb V/V / 1 // 
(Ab) V/ITV/1 4G) V/ 1, 1 /(F) Ud blIx / 1 / Md, / 1 / 


(F) Wid, // (f) Im / IV /1*8 / 18 #7 


SUMMER OF '42—-THE SUMMER KNOWS—by Michel Legrand and Alan and 
Marilyn Bergman 

© 1971 Wamer Bros. Music Corp. All rights reserved. 

Used by permission. 


Time After Time 
The following is a bass line for “Time After Time” in Bb. 

PVT / UV / 0 VE/ TE V3 / 1 / IV / Vim / Wx / VE VI, / 
bVG VIix / TT#*7 10*7 / Wg Vix / W**7 127 / 1 bVIx / V3 /V / 
TVI/ 11 V*3 / TE VE / 1 oV*83/7T Vi bVio / Vm bV / IV / bVIIx / 
I Ixy / Ut Ug! / VI, bV /1Vm bVIIx / IE bilo / I ble / 1° / 
It 

TIME AFTER TIME—Lyrics by Jule Styne, Music by Sammy Cahn 


© 1947 (renewed) Sands Music Corp. All rights reserved. 
Used by permission. 


For All We Know 
The following is a bass line for “For All We Know” in the key of F. 
pick-up 
bIlx // 1 VI / Ux /V / 1 biIx /1 IL / Uld bUx / U*#? [187 / 
I] Silo / WI / bio / 11 UH, / Vm bVIIx / VI®27 VI%3 / VI DIIIo / 
Il /V*9 /1 VI /TIxS / V / 10 bIix /1 I / TIig bITTx / 11" 97 Jy#7 / 
Il Silo / UL VI / bVm VIIx / IIx bVHx?5 / Vix®3 Vix / II bVIx'S / 


V8 V /I*6 /Jt8 ¥ 


FOR ALL WE KNOW—Words by Robb Wilson and James Griffin, Music by Fred Karlin. 
© 1970 by Music Corporation of America, Inc., New York, N.Y. Rights administered 
by MCA Music, a Division of MCA Inc., New York, N.Y. All rights reserved. 

Used by pemnission. 
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The Preacher 


The following is a figured bass for “The Preacher” in F. 


V*5 //1 bVIo / Vm bV / IVx bVIEx / 1 V3 / 


pick-up 


EV Vilm IIx / VI##? VIF7 / VI Ux / I V#3/ 1 bVIo / Vm Ix / 
Im IVx / VIIm HIx / IV*® #IVo / VI, VI / IL V33 / [+6 V3 / 
I*S V3 //T bVIo / Vm bV / IVx bVIIx / 1 V23/1 IV Vilm Ix / 
VIFP? VIF / VI IIx / IL V3 /1 bVIo / Vm Ix / Im IVx / Vim Ux / 


IV*® £1Vo / VI, VI / Il V*3 / 146 V83 / 146 Y 


THE PREACHER-~—by Horace Silver 
© 1956 by Silhouette Music Corp. 
Used by permission. 


Desifinado 


The following is a figured bass for “Desifinado.” Note key changes. 


(F) E/AS/ Ux /A/W/V / Id / Vix / OO, / 

(D) Ii¢ V / 1 / Ix // (F) VId / Ix / bIIM LASS A/ Tix / 
(F) */ IL / V / ld / Vix / Uf WL / Vm bVIIx / J VI “# 
(A) II¢ bIlx /I/VI/IE/V/UWL/VI/M/V/E/SVESUL/V 
(F) Vilm / Wix’S / VI / Wx / Il / bIlx / Ux / blix / 1] i ae 
(F) Ux /“%/ JE /V / Ild / Vix / I UL / Vm bVIIx / I VI / 
(F) Ilx / bVg / 1Vm / Ilx®5 / bIlIx / Ux / bIIM /I f+ 


DESIFINADO—Words by Newton Mendonca, Music by Antonio Carlos jonen 
© 1959 and 1962 Editora Musical Arapua, Sao Paulo, Brazil, TRO-Hollis Music, Ine. 
New York, controls all publication rights for the USA and Canada. 
© 1962, pene Music Corp. assigned to TRO essex Music Ltd. 85 Gower Street, 
London, WC1 for the territories of the British Empire and Commonwealth of Nations 
(excluding Canada) and the Republics of ireland and South Africa. 
Used by permission. 


Our Love Is Here to Stay 


The following is a bass line for “Our Love Is Here to Stay” in the 
key of F. 


pick-up 
VI // TEx / TT V73/ 1+6 TE / GL OVI / Dix’? / TI Il, / bVIIx VIx / 


lix $0 / 10 Vix /W V/1 IV / VII Wx / VIF*7 VIF7 / VEODx / 
Tr bVIx / V VI / Hx) / TE V*3 7 3*6 E/E VIO Ux} / Il, / 
bVIIx VIx / IIx Ilo / HI Vix /11 V/Vm Ix /IV*® £IVo / Vi, VI / 
HS alae ae taal Ae a / 4 


OUR LOVE IS HERE TO STAY—by George and Ira Gershwin 
© 1938 by Chappell & Co., Inc. © renewed. 
International copyright secured. Al! rights reserved. 
Used by permission. 


Here's That Rainy Day 


The following is a bass line for “Here’s That Rainy Day” in Bb. 
Note key changes. 


(Bb) I VIix*5 // (Gb) I, bx /1 / IV // 
(Bb) I] Il /IV V/1 VI / Vm bV 

(Db) T1#*7 1%? / I blix /I bV / IV IV, Wf UL, // 

(Bb) I**7 1127 / II V / bVIIx VIx / bVIx V / IT VIIx?3 // 
(Gb) Ill, blIx /1 /IV / 

(Bb) WWE /IV V/ Ix / Vm bV/IV / 

(Bb) VIE} IVo / WE VI / Ux /W I /IVV/ E86 / 76 7 


HERE'S THAT RAINY DAY—by Burke and Van Heusen 
© 1953 by Burke & Van Heusen, Inc. © assigned to Bourne Co. & Dorsey Bros. 
Music, Inc. © renewed. 
Used by permission. 
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The Girl from Ipanema 


The following is a bass line for “The Girl from Ipanema” in F. Note 
key changes. 


(F) T/T / x5 / IOS / I / IV h / WI bax / 1D bx (1/1 / Uixe8 / 
(F) Ux’ / 1 / bIlx /1/ 1 4 (FR) 1/0 /1Vx /1Vx / Im / Im / 
(F) Vix / Vix / 1 / II / bVix / bVIIx / WW / Vix’ / ID / Ves / 


(F) T/ 1 / Ux / Tix’) / 1 / bIIx /1/ bx /E/bIK/I/1 4% 


THE GIRL FROM IPANEMA (GAROTA DE IPANEMA)-—Music by Antonio Carlos 
Jobim, English words by Norman Gimbel, original words by Vinicius De Moraes 
© 1963 by Antonio Carlos Jobim and Vinicius De Moraes, Brazil. Sole selling agent 
Duchess Music Corp. (MCA) New York, N.Y. for all English speaking countries. All 
rights reserved. 
Used by permission. 


One Note Samba 


The following is a bass line for “One Note Samba” in the key of Bb. 
Note key changes in the bridge from Db to B. 


(Bb) I / biIx / UW / bux / IIL / bik / I / blix / Vm / bV / 
(Bb) IV / bVIIx / TI / bIIIx / I bIlx /1*6 // (Db) UI /V/L/1/ 
(B) I / V/1 / (Bb) Wd V / IW / bUx / Il / bux / WL / 
(Bb) bITIx / II / bIIx / Vm / bV / IV / bVIIx / bILIM / Ix / 


(Bb) bIIM / I+6 #7 


ONE NOTE SAMBA (SAMBA DE UMA NOTA SO)—Music by Antonio Carlos Jobim, 
original words by Newton Mendonca 
© 1961, 1962 by Antonio Carlos Jobim and Mrs. N. Mendonca, Brazil. Sole selling 
agent Duchess Music Corp. (MCA) New York, N.Y. for all English speaking countries. 
l rights reserved. 
Used by permission. 


Just in Time 
The following is a bass line for “Just in Time” in Bb. 


P/TV /Vilm / Wx / UL / Vix / VI / Ix SU / V1 / Ix J Im*6 / 
IVx / VIL / Hix / VI / V1.7? / VI, / bVeb Vm +6 / LIE / VE / Vix85 / 


Vo / bV¢ / IVm*t® / JI / bIIx / Ux / IV / 16 / +6 H 


JUST IN TIME—by Betty Comden, Adolph Green, and Jule Styne 
© 1956 Betty Comden, Adolph Green, and Jule Styne, Strath ic Corp 
Chappell & Co., Inc, and GC. Schirmer ine. iule Styne, Stratford Music owner, 
International copyright secured. Alf rights reserved. 
Used by permission. 


Tune-Up 
The following is a figured bass for “Tune-Up” in D major. Note 
modulations. 
(D) Il /V 8/1/16 VW (C) Ti / Vv /T / I+ // (Bb) UL / V / 
(Bb) I / VI // (D) II / bIIIM / bVIM /V/IL/ VEST fat 
(C) HE / V5 / 1/18 // (Bb) I /V /1/ VI // (D) II / bilx / 


(D) I/1*% ¥ 


TUNE UP—by Miles Davis 
Courtesy of Prestige Music Co., Inc. 
Used by permission. 


The Shadow of Your Smile 


The following is a bass line for “The Shadow of Your Smile” in the 
key of G. 


pick-up 


DV / VIIm / Illx / VIF" VI/ Ux /I/V/T/IV/ VU / Ux / 
VIF 87 VIF? / VI VI, / bV@ / VIIx / IVx / Ix bV@ / Vilm / IlIx / 
VI¥? VI / Tix / I / V*3 [Vo / Id / Vix / IO #1 IIE /TVm bVIx / 
Hl Hig / Vix*? bilx / Wx / IE V#3 /1+6 / [+6 


THE SHADOW OF YOUR SMILE—by John Mandel and P ; 
Courtesy of B.C. Burkett, Howard-Burkee Music and Paul Francis Webster 
Used by permission. 


Nica’s Dream 


The following is a bass line for “Nica’s Dream” in bb minor. The 
key series is as follows: 
Bars 1— 6: bb minor 
Bars 7-12: Gb major 
Bars 13-22: bb minor 
Bars 23-28: Gb major 
Bars 29-32: bb minor 
Bars 33-46: Db major 
Bars 47-54: bb minor 
Bars 55-60: Gb major 
Bars 61~64: bb minor 


pick-up 


(bb) bIIx / 1 / 1*6 / bVIImL / bVIIm*® / 1 / 1° // (Gb) 11227 
(Gb) HEP? / TE / bIlx /1*6 / IVx // (bb) IE / bx / 148 / 146 7] / 6 / 
(bb) bVHmL / bVIIm*8 / ¥ / 1*6 // (Gb) WE*7 / 17 / UL / bY / 
(Gb) I*° / IVx // (bb) HE / bIx / +6 / 1*6 /7 (Db) OT / lid / 
(Db) IN Uff bVIIM / Vix** / Tix / IL blk /Io / 1 VI JIL / Ud / 
(Db) Ill If I bVEIM / VIx9/ x / I, // (bb) Ix / blIx /1 /1+6 / 
(bb) bVIEImL / bVEIm*® / 1 / 1-6 // (Gb) 1T*87 / 1187 / TL / bx / 


(Gb) I*® / IVx // (Bb) IL / blIx / 1*6 / [+6 M 


NICA’S DREAM-—by Horace Silver 
© 1956 Ecaroh Music, Inc. © 1973 Ecaroh Music, Ine. 
Used by permission. 


Four 
The following is a figured bass for “Four” in Eb major. 
blix // TE Il / $1lo Il / Im / Ivx /UW/ TW /TVm / 


pick-up 


bVIIx / HI / bUI bVIx / II Ii, / Vilm Hix / TH / bUE bVEx / IL / blIx / 
TH / #Mo TL /Im /1Vx / Il / WL /1Vm / Vix fA / bEIT bVIx / 11 HL, / 


Vilm IIx / HI bIET / I bx / 1+6 [+6 


FOUR—by Miles Davis 
Courtesy: of Prestige Music Co., Inc. 
Used by permission. 


Quiet Nights and Quiet Stars 


The following is a bass line for “Quiet Nights and Quiet Stars” in 
the key of C. 


V3 1% / bE / % Vm / 1x® / IV / IV / Wm / bVIIx / UIx?5 / 
4 

VIx®5 / VE / Tix / TL Uy / VIL bVEx / U8 /% / bb? 1% / Vm / 

Ix*8 / IV /1V / Vm / bVIEx*s / WL / VV / 1 / 28 / Wd / bIllx / I / 


biIx /1/1+6 #7 


QUIET NIGHTS OF QUIET STARS (CORCOVADO)—Original words and Music by 
Antonio Carlos Jobim, English words by Gene Lees 
© 1962, 1964 by Antonio Carolos Jobim, Brazil. Sole selling agent Duchess Music 
Corp. (MCA) New York, N.Y. for all English speaking countries. All rights reserved. 
Used by permission. 


What Are You Doing the Rest of Your Life 


The following is a bass line for “What Are You Doing the Rest of 
Your Life” in (a) minor. The chord chart is scored in C major, although 
the final cadences occur in the relative minor. Note key changes. 


pick-up 


(C) bVIIx // VIF7 VI,87 / VI, bVe / IV IV®3 /1V+6 WW, / 

(C) W*7 7 / WE OM, / VIL / bVIIx / VIF? VI,*7 / 1 UL, / VIL / 
(C) bVIIx / VIF VL" / VI, bVd / IV IV85 / IV*8 IV, / IL UL, // 
(A) HW bux / TW / 1 VI / IT biix / 1 VE / I blk / 1 IV // 
(Gb) We bilx / 1 1*6 // (F) WL bik / 1 1, VI VI, // (C) VIF? VI,27 / 
(C) VI, bVeé / IV IV" / Iv+8 IV, / 1**7 187 / WE TL, / VIL / 


(C) IEIx VI // (a) IV IV, / IL bx /Im /IVx / 1 / bIEx /I*6 /[+6 7 


WHAT ARE YOU DOING THE REST OF YOUR LIF EP—by Alan Bergman, 
Marilyn Bergman, and Michel] Legrand 
© 1969 United Artists Music Co., Inc. All rights administered by CBS Songs, a 
Division of CBS, Inc. All rights reserved. 
Used by permission. 
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